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Fine  Arts  Appraisal  Company  of  America 

EVANSTON,  ILLINOIS^!  564  SHERMAN  AVENUE 


Important  collection  of  Line  Engravings,  Etchings, 
Stipple  Prints  and  Mezzotints  in  all  sizes  for  sale. 


In  this  collection  are,  for  instance, 
the  following : 

REMBRANDT,  Original  etching. 
Rembrandt  and  Saskia.  4x4^4. 

$50.00 

CORNELIS  VISSCHER.  1620- 
1670.  Portmit  of  Albertus  Bavarus. 
11x1554.  According  to  Bryan’s 
dictionary  Cornelis  Visscher  “'has 
never  been  surpassed  in  the  tech¬ 
nic  of  line  engraving.”  ...$100.00 

JURIEN  COOTWYCK,  Amsterdam, 
1730-1790.  A  Ladies’  Party  in  the 
Open.  12x14.  Beautiful  engrav¬ 
ing  in  the  way  of  red  pencil  draw¬ 
ing,  for  which  Cootwyck  is  fa¬ 
mous  . $50.00 


G.  VERTUE,  after  Antony  van 
Dyck.  Portrait  of  Franciscus  Jun¬ 
ius.  Dated  1743.  7x12.  ...$20.00 

JACQUES  CHEREAU  after  Raph¬ 
ael.  Portrait  of  Jeanne  d’Arragon, 
Reinc  dc  Sicilc.  11J4  x  15.  Very 
fine  . $50.00 

C.  GALLE  after  Rubens.  Judith 
and  Holof ernes.  9xl2j4.  ..$20.00 

A.  DIDIER,  after  Michael  Angelo. 
The  Lybian  Sibyl.  5l4x8j/2.  $10.00 

J.  CHEREAU,  after  Jos.  Vernet. 
View  of  Mont  Cenis.  11x14.  $12.00 

A.  PH.  COULET,  after  Jos.  Ver¬ 
net.  Neapolitan  Fisher  People. 
13x17 . $15.00 


V .  BOND,  after  George  Morland. 
Two  stipple  egravings  in  beauti¬ 
ful  colours  entitled  The  Farmer’s 
Visit  to  His  Married  Daughter  in 
Town,  and  The  Visit  Returned  in 
the  Country.  Circle  10J4  in  diame¬ 
ter.  The  pair  . $300.00 

One  engraved  by  Bond,  the  other 
by  W.  Nutter. 

J.  CALDWELL,  after  Sir  Josh. 
Reynolds.  The  Children  in  the 
Wood.  10x13.  Stipple  in  beauti¬ 
ful  brown  colour . $25.00 

G.  GRAHAM,  after  R.  Westall. 
Adelaide.  Stipple  engraving  in 
fine  colours.  Oval,  6x8.  ...$20.00 

F.  BARTOLOZZI,  after  Sir  Josh. 
Reynolds.  Lady  Elisabeth  Foster. 
8J4x6J4-  Very  fine  stipple  en¬ 
graving  printed  in  colours.  $400.00 

F.  BARTOLOZZI,  Aurora.  De¬ 
signed  and  engraved  by  Bartolozzi 
and  probably  the  most  beautiful 
creation  of  the  great  master.  8x10. 
Printed  in  colours . $500.00 

F  BARTOLOZZI,  after  Angelica 
Kauffman.  The  Interview  of  Ed¬ 
gar  and  Elfrida  after  her  Mar¬ 
riage  with  Athelwold.  Stipple  en¬ 
graving  in  colours.  Oval,  10x12. 

$125.00 

F.  BARTOLOZZI,  after  William 
Martin.  Death  of  Queen  Eleanor, 
wife  of  King  Edzvard  I  of  Eng¬ 
land.  1272-1307.  Exquisitely  fine 
stipple  engraving  printed  in  beau¬ 
tifully  soft  brown  colour.  11x1414. 

$150.00 

F.  BARTOLOZZI.  The  Market  of 
Love.  Designed  and  engraved  by 
Bartolozzi.  Fine  stipple  engraving 
printed  in  brown  colour.  8j4xl2. 

$75.00 

F.  BARTOLOZZI,  after  Angelica 
Kauffman.  Cupid  Disarmed  by 
Venus.  Stipple  engraving  in  col¬ 
ours.  Oval  6 Jdx9/4 . $125.00 

EDWARD  DAYES,  after  George 
Morland.  Children  Nutting.  Beau¬ 
tiful  mezzotint  in  fine  colours 
dated  July,  1788.  6 Jdx7Ji  $50.00 

E.  BELL,  after  G.  Morland.  Sell¬ 
ing  Cherries.  Dated  May,  1801. 
Fine  mezzotint  in  beautifully  soft 

colours.  6J4x7M . $50.00 

This  with  the  previous  one  form 
a  pair. 

L.  BONNET,  after  Francois 
Boucher.  Two  engravings  in  the 
way  of  chalk  drawings,  printed  in 
colours.  The  one  entitled  L’Amitie 
Reciproque ,  the  other  Le  Sommeil 
Intcrrompus.  8x9jJ.  The  pair 

$100.00 


These  and  many  others  are  to  he  sold  and  can  be  sent  on  approval  to  parties  inclined 
to  buy. 

The  Fine  Arts  Appraisal  Company 


October ,  1920 
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IT  IS  WITH  DEEP  REGRET  THAT  WE  HAVE 
TO  ANNOUNCE  THE  DEATH  ON  SEPT.  27th, 
OF  Mr.  W.  H.  DE  B.  NELSON,  FOR  8  YEARS 
EDITOR  OF  THE  INTERNATIONAL  STUDIO. 
OUR  SYMPATHY  GOES  OUT  TO  HIS  WIDOW 
AND  TWO  CHILDREN  IN  THEIR  GREAT 
BEREAVEMENT. 
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The  International  Studio 


Registered  at  U.S.  Patent  Office 


Copyright ,  1920 ,  by  John  Lane  Co. 


Entered  as  second-class  matter ,  March  Z,  1897 ,  at  the  Post  Office  at  New  York ,  N.  Y.,  under  the  Act  of  March  3,  1879 

Edited  by  CHARLES  HOLME  American  Section  and  Articles  on  Advertising  Pages  by  W.  H.  de  B.  NELSON 


Plates 


C.  M.  GERE 

Varallo 
Water  Colour 
Frontispiece 


H.  A.  PAYNE,  A.  R.  W.  S. 

Morning  Light 
Water  Colour 
Facing  page  48 


M.  C.  BOWERLEY 

Pilgrim’s  Progress 
Illuminated  Text 
Facing  page  58 


C.  THIEMAN 

The  Bend  of  the  River 
From  a  Wood-block  Print 
Facing  page  68 


CONTENTS,  OCTOBER,  1920 


THE  GEORGE  GREY  BARNARD  CLOISTERS ...  By  Isabel  Fiske  Conant 

( Four  illustrations ) 

THE  ETCHINGS  OF  TROY  KINNEY . By  Ameen  Rihani 

( Five  illustrations) 

HOW  THEY  CAPTURED  CASTLES  WITH  ROSES, 

{Six  illustrations)  By  Roger  Sherman  Loomis 

LUMINOS . By  the  Late  W.  H.  de  B.  Nelson 

( Two  illustrations) 

TWO  AMAZING  PORTRAITS  BY  PAUL  MANSHIP, 

( Two  illustrations)  By  Frank  Owen  Payne 

WATER  COLOUR . By  the  Late  W.  H.  de  B.  Nelson 

LAURELTON  STUDIOS:  A  NEW  IDEA . By  Charles  de  Kay 

{Two  illustrations) 

THE  LATE  W.  H.  DE  B.  NELSON:  AN  APPRECIATION.  .By  his  friends 

{  With  portrait) 

REVIEW  . 

( One  illustration) 

THE  LANDSCAPE  PAINTINGS  OF  C.  M.  GERE  AND  H.  A.  PAYNE, 

{Seven  illustrations)  By  Philippe  Mairet 

THE  CENTRAL  SCHOOL  OF  ARTS  AND  CRAFTS, 

{Sixteen  illustrations)  By  William  T.  Whitley 

MR.  EDMUND  H.  NEW’S  “LOGGAN”  DRAWINGS.  .  By  Aymer  Vallance 

{Five  illustrations) 

STUDIO-TALK  . 

{Sixteen  illustrations) 
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REGULAR  AND  SUMMER  CLASSES 
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ART 

SCHOOL 

ART  INSTITUTE 
OF  CHICAGO 


COURSES'in  Drawing,  Painting, 
Illustration,  Modeling,  Design' 
ing,  Pottery  and  Normal  Art.  This 
includes  classes  in  Interior  Decora¬ 
tion.  Commercial  Art,  Costume 
Design,  Cartooning,  and  Poster 
Design. 

Kichest  facilities  for  Art  Study  in 
Museum  Collections,  Lecture  Course 
and  Ryerson  Art  Library  all  under 
the  same  roof  as  the  School. 

Our  graduates  are  holding  the  most 
successful  positions.  Big  demand  for 
women  and  men  as  Designers,  Illus¬ 
trators  and  Teachers. 

VV rite  Registrar  for  particulars 

ylrt  School,  jfrl  Institute  of  Chicago 

Box  P,  Michigan  Ave.  at  Adams  St. 

Chicago,  III, 
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Yale  School  of  the  Fine  Arts 

YALE  UNIVERSITY,  NEW  HAVEN,  CONN. 

SERGEANT  KENDALL,  Director 

DEPARTMENTS  of  DRAWING  and  PAINTING, 
SCULPTURE,  ARCHITECTURE 

Classes  in  Composition,  Anatomy  and  Perspective 

\ 

LECTURES  ON  THE  HISTORY  OF  ART 

The  Degree  of  Bachelor  of  Fine  Arts  (B.F.A.)  is  awarded  for  ^ 
Advanced  work  of  distinction. 

The  Winchester  Fellowship  for  one  year’s  study  of  Art  in  ^ 
Europe.  The  English  Scholarship  for  the  study  of  art  and  travel 
in  Europe  during  the  summer  vacation,  and  School  Scholarships 
are  awarded  annually. 

Illustrated  Catalogue:  G.  H.  LANGZETTEL,  Secretary 
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The  School  of  American  Sculpture 

SOLON  H.  BORGLUM  9  EAST  59th  ST.,  NEW  YORK  CITY 

Sculptor,  Director 

Day  Classes  for  Women  STUDIO  WORK  Night  Classes  for  Men  | 

Pencil  Drawing  from  Life — Composition — Modeling  from  Life 
LIBRARY  WORK 

Sound  Construction  of  the  Human  Figure — Animal  and  Plant  Forms—  | 

American  History 

The  course  of  study  is  valuable  alike  to  students  of  Sculpture,  Architecture 
Painting  and  Applied  Arts 

EDWARD  H.  UNKLES,  Business  Director  Miss  FRANCES  A.  HURD,  Secretary  $ 

$  $ 
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V  STATE. -4CCRLDITLD  ~.s 

BERKELEY 

P  N  IA  | 

Industrial,  Normal  and  Fine  Ails  Courses 

FALL  TERM  NOW  IN  SESSIO  . 

PRATT  INSTITUTE 
ART  SCHOOL 

BROOKLYN.  NFW  YORK 

Applied  Design,  Interior  Decoration,  jewelry,  Life 
Drawing,  Modeling,  Costume  and  Pictorial  lllus-  $ 
tration.  Commercial  Design,  Decoraflveand  Mural 
Painting.  Architecture— Two-and-Three-Year 
Courses.  Normal  Art  and  Manual  Training— Two- 
Year  Courses. 

30  Rooms;  42  Instructors  ;  34th  Year 
WALTFR  'COTT  PERRY,  Director 

'/////////////////////////////////////////////////////////////////////////////////A 


THE  SCHOOL  OF  CRAFTSMEN 

Announces  the  beginning  of  the  sec-  ^ 
ond  term  for  the  first  of  February  ^ 

Book  Binding:  Block  Printing;  Design;  Dyeing,  Gild¬ 
ing  in  Wood  and  Elements  of  Polychromy;  Illumin¬ 
ation  on  Parchment;  Jewelry ;  Metal  Work;  Potterv;  ^ 
Textile;  Wood  Carving  and  Clay  Modelling.  Instruc-  ^ 
tion  through  practical  work,  by  expert  artists  and  ^ 
craftsmen.  Write  to  inquire  : 

106  East  29th  Street,  New  York  ^ 

^/yyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyyy: 
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|  ANNOUNCEMENTSof  the  ART  SCHOOLS  | 
|  with  photographs  of  students’  work  for  ^ 
^  editorial  use  in  the  STUDIO  are  due.  ^ 
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it'TANOCH’S  PILLARS,”  THE 
H  RELATION  OF  ART  MU- 

SEUMS  TO  EDUCATION* 

The  following  reprint  from  the  Bulle¬ 
tin  of  the  Metropolitan  Museum  is  the 
address  given  by  Dr.  Finley  at  the  exer¬ 
cises  commemorating  the  fiftieth  anni¬ 
versary  of  the  Museum’s  foundation. 

When  Themistocles  was  asked, 
says  Plutarch,  to  speak  freely  concern¬ 
ing  the  affairs  of  the  Greeks,  before  the 
Persian  King,  Xerxes,  he  replied  that  a 
man’s  discourse  was  like  a  Persian  car¬ 
pet,  the  beautiful  figures  and  patterns 
of  which  can  be  shown  only  by  spread¬ 
ing  and  extending  it  out;  when  it  is 
contracted  and  folded  up  they  are  ob¬ 
scured  and  lost.  The  King  bidding  him 
take  what  time  he  would,  he  said  that 
he  desired  a  year,  in  which  time  he 
learned  the  Persian  language  sufficient¬ 
ly  to  say  in  the  King’s  own  tongue  what 
he  wished  to  speak  to  the  King. 

I  should  (like  Themistocles)  need  a 
whole  year  in  which  to  prepare  an  ad¬ 
dress  which  could  be  worthy  to  be  pre¬ 
sented  in  this  House  of  Beautiful 
Things  and  in  the  presence  of  those 
living  and  dead  who  have  adorned  it. 

As  it  is,  I  can  bring  but  a  sketch  of 
the  figure  and  pattern  of  what  I  would 
say  on  behalf  of  the  State  (the  mother 
of  your  immortal  corporate  self)  since 
the  Governor,  to  his  great  regret,  cum¬ 
bered  with  many  bills,  cannot  be  here; 
of  the  University  of  the  State  of  New 
York  (your  mystical,  all-loving,  God¬ 
mother)  ;  and  of  my  own  self,  a  devoted 
friend  of  your  President,  Mr.  de  Forest. 

Despite  the  fact  that  I  may  not  ex¬ 
tend  my  brief  address  to  its  full  pat¬ 
tern,  I  begin  near  the  beginning  of 
time— as  it  is  recorded  in  the  Book  of 
Books. 

There  is  a  legend  that  Enoch  (the 
son  of  Cain),  after  whom  the  first  city 
of  scriptural  record  was  named  (out  in 
the  Land  of  Nod),  being  forewarned 
that  the  earth  would  perish  once  by 
water  and  once  by  fire,  erected  two 
pillars,  known  as  “Enoch’s  Pillars,”  one 
of  stone  and  one  of  brick,  on  which  he 
caused  to  be  engraved  “all  such  learn¬ 
ing  as  had  been  delivered  to  or  in¬ 
vented  by  mankind.”  “Thus,”  the  leg¬ 
end  adds,  “it  was  that  all  knowledge 
and  learning  were  not  lost;  for  one  of 
these  pillars  remained  after  the  flood.” 

How  meagre  must  have  been  that 
which  mankind  had  to  remember  when 
all  that  it  was  thought  necessary  to 
preserve  against  oblivion  by  fire  or 
flood  could  be  written  on  a  pillar  of 
stone  (and  a  duplicate  copy  on  one  of 
brick).  And  how  simple,  elemental,  and 
short  an  educational  curriculum  it 
would  have  taken  to  compass  all  that 
one  generation  had  to  transmit  to  the 
next,  if  all  that  the  schoolmaster  had 


!  NEW  YORK  SCHOOL  OF  FINE  AND  APPLIED  ART 


FRANK  ALVAH  PARSONS,  Pres. 


BEGIN  SEPTEMBER  9th 


Landscape  and  Domestic  Architecture ;  Interior  Decoration ;  Costume  Design ; 
Stage  and  Textile  Design ;  Poster  and  Layout  Advertising ;  Illustration.  New 
Teachers’  Training  and 
Saturday  Classes  for 
adults  and  children. 


Register  Early. 

Waiting  Lists  last  year 
in  all  Classes. 


Circulars. 


SUSAN  F.  BISSELL.  Secy. 


2239  BROADWAY  N.Y. 
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ARCHITECT 
PRAISES  THE  STUDIO 

An  excerpt  from,  a  letter  from  John  Russell  Pope,  the  well-  | 
known  architect,  reads: 

“Like  the  architect,  the  painter  is  materially  assisted  by 
|  research,  and  the  finished  picture,  accurate  in  its  details  plus  | 

|  the  atmosphere  infused  by  the  mind  of  the' artist,  be  it  light  or  | 

|  shade,  foliage  or  texture,  and  the  life  of  which  all  this  may  he  | 

|  but  a  back-ground,  makes  the  imaginative  architect  live  in  the  | 

|  period  and  serves  as  the  best  possible  inspiration,  and  the  same  | 

|  is  true  of  numerous  other  masters  who  have  painted  in  differ-  | 

|  ent  periods,  all  of  whom  have  been  well  represented  in  the  ^ 

|  “Studio/"’  as  well  as  the  best  in  sculpture,  textiles,  etc.,  which  | 

|  is,  or  should  be  closely  allied  with  the  interest  of  architecture."  ' 

|  | 
^S//////////////////////////////////////////////////////////////////S////////////////////////////////////////S//////S///////////////////////////S/SS//S//S///////////S/////P. 
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I  PRANG  ART  BOOKS 

I  “THEORY  AND  PRACTICE  OF 
|  COLOR.” 

$  By  Snow  and  Froehlich 
^  With  hand-painted  “Color  Charts.”  Price 
$  $4.00;  by  mail,  $4.25. 

|  “ART  SIMPLIFIED.” 

|  (  Revised  Edition.  ) 

|  By  Lemos. 

|  A  book  of  practical  instruction  in  Art  for  ^ 
^  advertisers  and  commercial  artists.  22 
^  full-page  plates.  Price.  $4.00;  by  mail, 

|  $4.25. 

|  “LETTERING.” 

|  By  Stevens. 

^  110  full-page  plates.  Price,  $3.00;  by  | 
|  mail,  $3.25. 

^  “FIRST  LESSONS  IN  BATIK.” 

^  By  Scov^l  and  Lewis. 

^  Giving  full  information  for  Batik  dyeing,  ? 
|  tie-dyeing,  etc.  Beautifully  illustrated. 
Price  $1.50;  by  mail,  $1.60. 

|  “PERMODELLO  MODELING.” 

$  By  Snow  and  Froehlich. 

$  Gives  full  directions  for  innumerable  uses  $ 
$  of  “Permodello,”  the  permanent  Modeling 
^  Clay,  which  sets  like  concrete  without  fir-  | 
^  ing.  Beautifully  illustrated.  Price  $1.60;  ^ 
|  by  mail,  $1.60. 

$  Send  for  new  issue  “Prang  Bulletin.*9  ^ 

THE  PRANG  COMPANY 

|  30  Irving  Place  New  York  City. 

'////////////////////////////////////////////////////////////////////S//S///S//////P 


PICTURES  for  ART  STUDY 

|  Nine  systematic  series,  includ- 
|  ing  Egyptian  and  American 
|  Art.  Over  3,000  subjects  at 
|  lh>  cents  each. 

I  After  Jan.  1,  1921,  PRICES  WILL  BE 
^  RAISED  to  2  cts.  per  print.  Order  Now 

|  General  Illustrated  announcement 
|  free  on  request. 

Complete  catalogue  5  cents 

The  UNIVERSITY  PRINTS 

$  5  Boyd  Street  Newton,  Mass. 
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Carson  Pirie 
Scott  &  Co  | 

CHICAGO 

Announce  the  arrival 
of  new  paintings  in  | 
the  galleries  by  these  j 
prominent  artists-- 

Geo.  Inness 
J.  H.  Twachtman 
Wm.  M.  Chase 
Childe  Hassam 
Henry  Golden  Dearth 
A.  H.  Wyant 
Henry  W.  Ranger 

Careful  attention  is  given 
all  inquiries  by  mail. 

The  Galleries 

Fifth  Floor 

HIGH  ART  STUDIES 

Original  Genuine  Photographs.  Highest  Quality. 

For  artists,  students,  sculptors  and  private  collec¬ 
tion.  Over  700  subjects. 

Set  6 ‘/a  x  8V2  prints.  Nudes,  14  subjects  $8.00 
Set  7  x  10  prints.  Nudes,  12  subjects  $9.00 
Set  8  x  10  prints,  Nudes,  30  subjects  $1.00  each, 
or  $9.00  dozen.  Complete  8  x  10  set  $21.75 
Illustrated  book  of  reproductions  $1.00 
HANZEL  ART  STUDIOS 
117-119  West  Ohio  Street,  N.S.  Pittsburgh,  Pa. 


#en$in<$  a  Great 
Ah  School 


CNO  PROMISE  OF  A  JOB. 
MO  GUARANTEE  OF 
v,  THOUSANDS  IN  A  FFUJ 
^  WEEKS.  JUST  THE  HON 
ESF  PRACTICAL  EDUCATION ALLIT  CORRECT  ART 
INSTRUCTION  FOR,  WHICH  THIS  SCHOOL  HAS  BEtN 

fwwous  FOR.  16  tears  ftDDP.tS?  STUDIO  807 


ftGADEiYVYVFINEftPJS 

Si  EAST  WA'DISOiY  9T  CHICAGO 


'/S//////////////////////////S////////////////////S///S. 


ART  ACADEMY 
of  CINCINNATI 

Founded  in  1869  and  endowed  for 
the  purpose  of  giving  a  thorough 
training  in  the  fundamental  require-  $ 
ments  for  real  success  in  any  career 
in  Art.  Among  its  former  students  v 
are  the  names  of  many  distinguished 
painters,  sculptors,  decorators,  de-  $ 
signers  and  lithographers.  Adjacent  ; 
to  the  Academy  is  the  Art  Museum. 

A  faculty  of  widely  known  artists 
H.  H.  WESSEL  C.  J.  BARNHORN 
J.  R.  HOPKINS  JOHN  E.  WEIS 

AND  OTHERS 

53rd  year— Sept.  27,  1920,  to  May  28,  1921 

FOR  CATALOG  ADDRESS 

J.  H.  GEST,  Director,  Eden  Park.  Cincinnati 


to  teach  were  graven  on  these  shafts 
which  were  mindful  ever  of  the  past  and 
yet  portentous  ever  of  the  fate  that 
was  threatening  the  earth  ! 

I  have  often  wished  that  the  content 
of  the  school  courses  of  all  the  peoples 
of  the  earth  might  be  analyzed  and 
compared  (French,  English,  German, 
Italian,  American)  in  order  that  we 
might  know  after  eliminating  the  pure¬ 
ly  local  material,  just  what,  in  detail 
and  in  scope,  the  race  as  a  whole  most 
wished  to  transmit  to  its  children  (and 
sc  to  a  new  race  if  a  Noachian  disaster 
were  again  to  overwhelm  the  earth). 
If  we  could  but  summarize  this  resid¬ 
uum,  it  would  be  worth  while  to  have 
engraved  elementary  Enochian  pillars 
erected  at  every  street  corner  for  the 
living,  or  set  upon  our  highest  moun¬ 
tains  and  buried  in  fire-proof  vaults 
against  such  emergencies  as  Enoch  pre¬ 
pared  for. 

I  have  seen  in  one  of  our  museums 
the  clay  copy-book  of  a  Babylonian 
school  boy  (of  beyond  2000  B.  C.)  in 
which  having  failed,  evidently,  to  follow 
the  copy  to  the  satisfaction  of  the  teach¬ 
er,  he  had  pressed  out  with  his  thumb 
a  part  of  what  he  had  written  leaving 
a  print  for  some  specialist  centuries 
later  to  examine.  How  meagre  must  his 
“copy”  have  been.  Yet  it  was  presum¬ 
ably  still  farther  back  that  Enoch’s  Pil¬ 
lars  stood  in  the  midst  of  the  squalid 
urban  lints,  on  the  dim  edge  of  history 
and  on  the  brink  of  the  deserts.  What 
would  we  not  give  to  know  what  was 
written  there?  Was  there  anything 
that  the  world  has  forgotten,  of  its 
genesis  ? 

This  we  know,  that  no  thing  of  color 
hung  upon  it  such  as  adorned  the  Tab¬ 
ernacle.  No  workmanship  of  Bezaleel 
or  Aholiab  embellished  it.  No  Madon¬ 
na’s  face  enhaloed  by  Raphael  looked 
out  from  it.  There  was  “no  framed 
Correggio’s  fleeting  glow.”  No  fig¬ 
ures  such  as  Angelo  wrought,  no  bas- 
relief  as  that  of  our  own  St.  Gaudens 
rested  the  eyes  of  those  who  looked  on 
it.  It  had  nothing  more  of  beauty  on 
it  than  the  pillar  of  stone  from  Egypt 
which  stands  back  of  this  great  build¬ 
ing. 

And  yet  how  bare,  as  Enoch’s  Pillars, 
of  rare  beauty,  wrought  of  human 
hands,  are  those  pillars  of  knowledge 
toward  which  millions  of  children  today 
look  for  their  heritage ;  as  bare  as  if 
Phidias  and  Praxiteles,  Angelo  and 
Raphael,  Frans  Hals  and  Rembrandt, 
Turner,  Millet  and  Rodin  and  all  the 
rest  had  never  lived ;  as  bare  aestheti¬ 
cally,  as  if  the  world’s  past  were  such 
as  lies  back  of — I  was  going  to  say  a 
Hopi  Indian ;  but  even  his  world  has 
more  of  the  aesthetic  in  it  than  that  of 
children,  yes  and  men  and  women,  I 
have  seen  not  a  hundred  miles  from  this 
place. 


But  now  and  here  in  the  midst  of  this 
metropolis  grown  to  a  “cosmopolis” 
there  rise  new  “Pillars  of  Enoch,”  pil¬ 
lars  that  have  so  much  to  carry  upon 
them  that  they  have  to  be  extended  into 
walls,  many  hundreds  of  feet  in  length 
and  enclosing  manj'  chambers — pillars 
erected  not  that  all  “learning  and 
knowledge”  but  that  the  most  beautiful 
of  all  that  has  been  “delivered  to”  man 
on  this  side  of  the  water  or  that  has 
been  “invented  by”  him,  shall  not  be 
lost!  Nor  that  alone!  Not  alone  that 
it  shall  not  be  lost  but  that  it  shall  be 
made  an  inspiriting  vital  part  of  the 
daily  life  of  the  people.  Such  is  this 
great  Museum,  whose  golden  jubilee  we 
celebrate  today. 

For  this  Museum  is  in  its  new  func¬ 
tioning  primarily  an  educational  insti¬ 
tution,  a  place  not  simply  of  conserving 
or  recording  but  of  teaching — a  pillar 
not  merely  of  memory  nor  yet  of  por¬ 
tent,  like  that  of  Enoch,  or  like  that 
which  the  Tartars  set  up  (after  their 
flight  from  Russia,  as  recorded  by  De 
Quincey)  in  the  shadow  of  the  Great 
Wall  of  China,  to  mark  the  end  of  a 
journey,  but  rather  of  progress  like  a 
pillar  of  cloud  by  day,  with  its  dupli¬ 
cate  of  fire  by  night,  in  the  midst  of  this 
wilderness  of  houses,  ever  leading  on  to 
a  promised  land,  a  land  of  ideals  never 
reached. 

For  inscription  on  this  pillar,  there  is 
nothing  better  to  be  written  than  the 
creed  which  you  have  yourselves  com¬ 
posed,  a  creed  which  will,  however,  be 
impotent  to  save,  unless  the  people  say 
it  with  you,  and  especially  through  their 
schools.  Representing,  as  I  think  I  may, 
the  teachers  of  this  State  and  City,  I  re¬ 
peat  it  today  with  you  : 

“1.  We  believe  that  every  human  be¬ 
ing  is  born  with  a  potential  love  of 
beauty,  and  whether  this  capacity  lies 
dormant  or  springs  into  activity  de¬ 
pends  largely  upon  his  education. 

“2.  We  believe  that  whether  the  cul¬ 
tivation  of  this  faculty  adds  to  the  earn¬ 
ing  capacity  of  its  possessor  or  not,  it 
does  unquestionably  increase  his  happi¬ 
ness  and  this  in  time  reacts  upon  his 
health  of  mind  and  body. 

“3.  We  believe  that  the  Metropolitan 
Museum  has  an  important  role  to  play 
in  the  education  of  the  innate  love  of 
beauty. 

“4.  We  believe  that  through  the  co¬ 
operation  of  the  Museum  and  the 
schools  a  generation  of  young  Ameri¬ 
cans  may  grow  up  who  will  know  how 
to  see  beauty  everywhere  because  they 
have  learned  its  language  here. 

“5.  We  believe”  (and  here  I  catch  in¬ 
to  the  creed  the  words  of  Joseph  H. 
Choate  at  the  dedication  of  this  building 
in  1880,  words  in  which  he  expressed 
the  feeling  of  the  founders),  “not  only 
that  the  diffusion  of  a  knowledge  of 
art  in  its  highest  forms  of  beauty  will 
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tend  directly  to  humanize,  to  educate, 
and  refine  a  practical  and  laborious 
people  .  .  .  but  will  also  show  to 

students  and  artisans  of  every  branch 
of  industry,  in  the  high  and  acknowl¬ 
edged  standards  of  form  and  color,  what 
the  past  has  accomplished  for  them  to 
imitate  and  excel.” 

But  that  this  creed  may  have  potency 
not  only  must  it  be  repeated  daily  by 
both  the  Museum  and  the  schools,  as  I 
have  intimated,  but  constantly  must  the 
pillars  (this  Museum)  be  enriched  with 
the  continuing  best  that  has  been  or 
will  be  “delivered  to”  or  “invented  by” 
mankind  and  then  transmuted  into  the 
vision  and  the  skill  of  the  succeeding 
generations.  Every  school-room  must 
open  upon  the  Museum  or  the  Museum 
must  open  every  school-room.  And 
there  should  not  be  a  tenement,  how¬ 
ever  bare,  in  which  some  of  the  paint¬ 
ings  of  these  galleries  do  not  hang  or 
some  bit  of  sculpture  does  not  stand,  or 
the  fire  of  some  jewel  does  not  glow, 
because  they  who  live  in  it  have  car¬ 
ried  back  to  it  what  they  have  seen  here 
in  this  (other)  common  room  of  their 
home. 

And  more  and  more  essential  to  the 
life  of  our  people  is  this  Museum,  not 
only  because  of  its  practical  ministry  to 
the  efficiency  of  the  crafts  (the  “mys¬ 
teries,”  as  they  were  once  called)  but 
also  because  of  its  ennobling  and  en¬ 
riching  contribution  to  the  increasing 
leisure  time  of  millions  ;  for  I  have  come 
to  believe  (I  find  that  Aristotle  antici¬ 
pated  me  by  more  than  two  thousand 
years  in  this  view,  though  I  did  not 
know  this  till  I  had  reached  it  myself) 
that  the  right  use  of  leisure  is  a  chief 
end  of  education. 

The  Children  of  Israel  were  com¬ 
manded  to  observe  once  a  year  for  the 
period  of  seven  days  the  Feast  of  Ta¬ 
bernacles,  and  live  in  tents  or  under 
temporary  roofs  in  order  that  they 
might  be  kept  gratefully  mindful  of  the 
way  by  which  their  fathers  had  been 
led  out  of  captivity  in  Egypt.  I  have 
often  wished  that  all  of  us  might  cele¬ 
brate  such  a  feast  each  year  for  as  many 
days  (even  if  not  consecutively  and 
without  more  holidays,  but  in  our  lei¬ 
sure  hours,  with  this  same  purpose).  It 
would  keep  us  out  of  pessimism.  It 
would  not  be  practicable  for  us  to  go 
out  and  live  in  tents  or  booths  perhaps, 
and  indeed,  we  could  more  profitably 
and  to  better  purpose  observe  such  a 
feast  beneath  the  roofs  of  our  great 
museums — -the  Natural  History  Museum 
and  the  Metropolitan  Museum. 

If  the  Governor  of  this  State  were 
willing  to  add  another  to  his  many  help¬ 
ful  proclamations,  I  would  recommend 
this  one,  though  I  suspect  that  he  would 
hardly  be  willing  to  follow  the  form  into 
which  I  have  put  it : 


This  shall  ye  do,  O  men  of  Earth, 

Ye  who’ve  forgotten  your  far  birth 
Your  forbears  of  the  slanting  skull 
Barbaric,  brutal,  sluggard,  dull, 

(Of  whom  no  portraits  hang  to  boast 
The  ancient  lineage  of  the  host), 

Ye  who’ve  forgot  the  time  when  they 
Were  redolent  of  primal  clay, 

Or  lived  in  wattled  hut,  or  cave, 

But,  turned  to  dust  or  drowned  by 
wave, 

Have  left  no  traces  on  Time’s  shores 
Save  mounds  of  shells  at  their  cave 
doors 

And  lithic  knives  and  spears  and  darts 
And  savage  passions  in  our  hearts 
This  shall  ye  do .  *  *  * 

(Then  would  follow  specific  directions 
as  to  visiting-  the  Museum  of  Natural 
History)  : 

Beneath  whose  roofs 
Ye  yet  may  hear  the  flying  hoofs 
Of  beasts  long  gone,  the  cries  of  those 
Who  were  your  fathers’  forest  foes 
Or  see  their  shadows  riding  fast 
Along  the  edges  of  the  past. 

(And  then  would  be  given  other  spe¬ 
cific  directions  as  to  reaching  the  place 
of  the  crowning  glories,  the  supreme 
mysteries,  of  man’s  handiwork,  this  Met¬ 
ropolitan  Museum  of  Art.) 

All  this  that  ye  may  keep  in  mind 
The  nomad  way  by  which  mankind 
Has  come  from  his  captivity ; 
Walking  dry-shod  the  earth-wide  sea. 
Riding  the  air,  consulting  stars, 
Driving  great  caravans  of  cars, 
Building  the  furnace,  bridge,  and  spire 
Of  earth-control  and  heav’n  desire, 
Stamping  on  canvas,  bronze,  and  stone 
The  highest  beauty  earth  has  known, 
Rising  in  journey  from  the  clod 
Into  the  glory  of  a  God — 

This  shall  ye  do,  O  men  of  Earth, 
That  ye  may  know  the  crowned  worth 
Of  what  ye  are — and  hope  renew, 
Seeing  the  road  from  dawn  to  you. 
Seeing  this  road,  then,  turning  from 
these  museums  toward  the  day’s  works 
and  the  day’s  leisures,  we  should  find  a 
new  courage,  a  new  joy,  a  new  heaven, 
and  a  new  earth — for  the  golden  days, 
though  this  is  a  golden  jubilee,  are  not 
all  behind  us. 

The  saddest  picture  I  think  I  have 
ever  seen  was  of  Eve,  the  grandmother 
of  Enoch,  in  her  old  age  (and  I  had 
never  before  thought  of  Eve  as  growing 
old).  She  was  being  borne  on  a  litter, 
her  great  son  Cain  at  her  side,  and  was 
pointing,  as  she  sat,  toward  a  clump  of 
trees  on  a  distant  knoll  and  saying  or 
seeming  to  say  to  Cain,  “You  see  those 
trees  yonder?  Well,  that  was  Para¬ 
dise.”  But  Paradise  does  not  lie  be¬ 
hind  us — back  beyond  “Enoch’s  Pil¬ 
lars.”  It  lies  in  the  direction  in  which 
this  glorious  and  immortal  Mother  of 
Beauty  looks  in  these  collections — for¬ 
ward — the  direction  in  which  I  hope  she 
will  guide,  through  countless  fifty  years, 


Art  Schools 

and  Schools  of  all  other  Types  in  the 
United  States  are  fully  described  and 
statistically  tabulated  in 

THE  HANDBOOK 
-  OF  AMERICAN  - 
PRIVATE  SCHOOLS 

868  pages.  Silk  Cloth.  Round  Corners, 
14.00. 

PORTER  E.  SARGENT 
14  Beacon  Street  Boston,  Mass. 


Thurnscoe  School  of  Modern  Art 

OGUNQUIT,  MAINE 

Lite  Class  in  the  Open — Landscape  and  Por-  $ 
traiture — Wood  Carving 
Under  the  directionof  Hamilton  Easter  Field 
and  Robert  Laurent 
For  further  information  address  Mr.  Field  at 

Thurnscoe,  Ogunquit,  Maine 
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School  of  Industrial  Art 

OF  THE  PENNSYLVANIA  MUSEUM 
BROAD  and  PINE  STREETS,  PHILADELPHIA 
)  Throrugh  work  under  trained  specialists 
in  all  branches  of  Fine  and  Industrial  Art 

^  Special  provision  for  class  in  Illustraion,  Archi-  ; 
teeture,  Decorative  Painting,  and  Sculptture, Pottery, 
Metal  Work,  Industrial  Design,  Textile  Design  and 
^  Manufacture. 

HUGER  ELLIOTT,  Principal.  | 

MINNEAPOLIS 
SCHOOL  OF  ART 

208  East  25th  Street,  Minneapolis,  Minn. 

Sound  Modern  Theory  and  Practice  of  Art 

Classes  in  Session  :  Sept.  27,  1920  to  May  21,  1921;  $ 
June  13  to  July  23,  1921 
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OTIS  ART  INSTITUTE 

Of  the  Museum  of  History,  Science  and  Art 
Z401  WILSH1RE  BLYD.,  LOS  ANGELES.  CAL. 

A  SCHOOL  OF  FINE  ARTS,  CRAFTS, 
AND  DECORATIVE  DESIGN 
Full  Term  Opens  September  27,  1920 
Write  for  prospectus  to  C.  P.  TOWNSLEY,  $ 
Managing  Director 
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LEARN  TO  MAKE  POTTERY 

New  York  State  School  of 
Clay-Working  and  Ceramics 
At  ALFRED  UNIVERSITY  Alfred,  N  Y. 

W rite  for  catalogue  1*1 

CHAS.  F.  BINNS,  Director 


THE  FLORENTINE 

Art  Plaster  Co. 

PLASTIC  ARTS 

2210  Chestnut  Street 

PHILADELPHIA,  PA. 


Sculpture  and  Anatomy  from  Life 

Ettore  Cadorin,  the  well-known  Venetian  sculp-  $ 
tor,  author  of  statues  of  the  historical  Lihrcria  of  ^ 
Sansovino,  will  give  special  courses  to  a  limited  ^ 
number  of  pupils  in  sculpture,  decorative  art  and  ^ 
anatomy.  Makes  a  specialty  of  bas-reliefs  in  ivoiy  ^ 
and  silver. 

Call  or  telephone  10  to  12,  or  3  to  6,  at  studio  ^ 
440  Riverside  Drive  llltith  St.  I  Tel.  Mornlnjj'dde  6604  $ 
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A  new  series  of 
original  photographs  from  life  for 
use  instead  of  the  living  model 
bv  artists  and  art  students 


Highest  Quality  in  Posing 
Lighting  and  Arrangement 


-U|  cFull  details  and 
(PJj  illustrated  list 
|  for  2  cent  stamp 


hi  iaw  Publishing  Company 

44  Boylston  Street.  Boston.  Mass 
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to  *. 


C.  Howard  Walker.  F.A.I.A.,  A.N.A. 

Katherine  B.  Child,  Howard  E.  Smith, 
Russell  Hyde,  Frank  J.  Robinson, 
Reginald  Pearce. 


tjggk  SCHOOL- OF, 
Id  FINE-ARTS' 
ISSF  CRAFTS-AND' 
DECORATIVE  DESIGN 


A  School  (or  Design,  Drawing,  Painting,  Illus¬ 
tration,  Costume  Design,  Interior  Decoration, 
Crafts,  Jewelry,  Silversmithing  and  Woodwork 
Miss  KATHERINE  B.  CHILD,  Director 
126  Massachusetts,  Ave.,  Boston,  Mass. 
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BOSTON,  MASS.  45th  year  begins  Oct,  4th 

SCHOOL  OF  THE 
MUSEUM  OF  FINE  ARTS 

Instructors;  Drawing  and  Painting — Philip  L.  Hale, 
F.  A.  Bosley,  W.  James,  L.  P.  Thompson,  R.  McLel- 
lan;  Modeling — Charles  Graffy  ;  Design — Huger  Elli¬ 
ott,  H.  H.  Clark.  Scholarships  and  Traveling  Schol¬ 
arships.  For  circular  address 

A.  F.  BROOKS,  Manager 


'/////////////////////////////////////////////////////////////////////////////, 

STUDY  and  PRACTICE  ILLUSTRATION 

in  preparation  for  professional  work.  Actual 
illustrating'  performed  in  classes  under  instruc¬ 
tor’s  guidance.  Instruction  in  free-hand  draw¬ 
ing,  study  from  costumed  model,  head  and 
figure  construction.  Advanced  classes  under 
Walter  H.  Everett.  Booklet  on  request. 

The  School  of  Results 
SPRING  GARDEN  INSTITUTE 
Broad  and  Spring  Garden  Streets,  Philadelphia,  Pa. 


OUGA  ART  STUDIES 

are  for  oil,  water-color,  china  and  other 
decorative  work 


For  sale  by  M.  G.  Price,  359  W.  118  St.,  N.Y. 

Illustrated  Catalogue  showing  flower,  fruit,  land-  ^ 
scape,  marine  and  other  nature  subjects.  30  cents.  > 
Only  1  ct.  and  2  ct.  U.S.A.  stamps  will  be  accepted. 


HANS  P.  HANSEN) 

MURAL  DECORATIONS 
ECCLESIASTICAL  PAINTINGS 

- S  T  U  D  I  O - 

9  EAST  FIFTY-NINTH  STREET 
NEW  YORK  CITY 


School  of  Fine  Arts 

DETROIT 

Independent  and  progressive.  Thorough  training  $ 
in  Drawing  and  Painting  from  Life.  Illustration;  f 
Composition.  Limited  students’  list.  Illustrated  $ 
^  catalog  sent  upon  request. 

JOHN  P.  WICKER,  Director 
Fine  Arts  Building  Detroit,  Michigan 


WOMAN  ARTIST  WANTED 

At  once,  for  secretarial  work  in  j 
College  Art  School.  Some  teach-  | 
ing.  Salary  $2000.  Write,  stating  | 
training  and  experience. 

Confidential,  B  3  The  Sttidio.  American  Art  News. 


the  eyes  of  all  the  children  in  this,  the 
first  city  of  the  earth. 

That  this  may  be  the  relationship  be¬ 
tween  art  museums  (and  this  Museum 
especially)  and  public  education,  is  my 
jubilee  wish  on  behalf  of  the  State. 

*  =t=  * 

THE  CLEVELAND  MUSEUM 
OF  ART 

The  Cleveland  Museum  of  Art 
has  recently  received  from  donors,  who 
for  the  present  remain  anonymous,  a 
memorial  of  $250,000,  of  which  about 
$50,000  is  given  for  the  installation  ot 
a  fine  organ  and  accompanying  equip¬ 
ment  and  the  remaining  $200,000  for 
the  endowment  of  a  Department  of 
Musical  Arts. 

The  Museum  has  for  two  years  past, 
under  the  direction  of  Thomas  Whitney 
Surette,  offered  freely  to  the  citizens  of 
Cleveland  very  definite  opportunities 
for  a  greater  understanding  and  appre¬ 
ciation  of  the  art  of  music.  Illustrated 
lecture  courses  and  informal  talks  have 
broadened  the  vision  of  many  music 
lovers.  Short  talks  preceding  concerts 
given  in  the  Museum  and  informal  in¬ 
terpretative  talks  on  the  programs  of 
the  Symphony  Orchestras  have  in¬ 
creased  their  pleasure  and  understand¬ 
ing  in  these  concerts — as  has  also  the 
course  of  lectures  given  last  winter  on 
the  instruments  of  the  modern  orches¬ 
tra  illustrated  by  members  of  the  Cleve¬ 
land  Symphony  Orchestra.  There  have 
been  weekly  periods  of  group  singing, 
open  to  all  who  care  to  come,  when  old 
folk-songs  and  chorales  were  sung  by 
the  audience.  These  hours  of  singing 
have  proved  one  of  the  strongest  factors 
in  creating  a  love  of  good  music,  for  in 
producing  such  music,  under  direction, 
the  singer  clinches  the  knowledge  gained 
by  making  it  a  part  of  his  own  experi¬ 
ence. 

Children  as  well  as  adults  have  ben¬ 
efited  by  the  musical  activities  of  the 
Museum.  Two  public  school  classes 
come  daily  to  the  Museum  for  a  lesson 
in  drawing  and  their  program  includes  a 
period  of  directed  singing.  Singing  al¬ 
so  precedes  the  Saturday  afternoon  en¬ 
tertainments  for  children,  and  the  chil¬ 
dren  of  members  have  the  privilege  of 
Saturday  morning  classes. 

With  the  establishment  of  the  De¬ 
partment  of  Musical  Arts  the  work  will 
be  continued  on  a  permanent,  endowed 
bacis.  The  installation  of  the  organ 
will,  of  course,  greatly  enlarge  its  scope, 
as  organ  recitals,  etc.,  are  added ;  but 
its  character  will  remain  essentially  the 
same.  There  will  be  no  attempt  to  train 
musicians  (as  there  is  no  attempt  to 
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THE  GEORGE  GREY  BARNARD 
CLOISTERS 

BY  ISABEL  FISKE  CONANT 

When  the  Spirit  of  Beauty  walked 
the  earth,  among  her  loveliest  robes  were  the 
southern  provinces  of  France.  She  gathered 
about  her  progress  Provence,  Languedoc,  the 
Roussillon.  Her  scarves  were  the  clouds,  the 
mist,  the  blue  distance  of  the  high  Pyrenees. 
The  turquoise  Mediterranean,  the  sunshot  and 
summer-changeful  silks  of  the  fields  were  her 
trailing  draperies.  In  time  she  wore  the  pre¬ 
cious  stones  of  the  chateaux;  the  rosaries  of 
the  monasteries  of  Our  Lady  and  the  Saints. 
The  great  Cross  of  St.  Martin  on  the  height 
of  the  peak  of  Canigou  was  her  crucifix.  Her 
day-dreams  were  the  legends  that  grew  up 
about  her.  She  led  her  faithful  pilgrim  by 
green  pastures  and  restored  his  soul.  .  .  . 

About  the  year  1000  A.  D.  Pierre  Oseola, 
Doge  of  Venice,  went  on  pilgrimage  to  St. 
Michel  de  Cuxa,  going  “on  his  naked  knees” 
for  the  last  several  miles  of  the  rough  coun¬ 
try.  But  through  the  centuries  she  had  no 
deeper-hearted  pilgrims  than  her  chosen  ones 
from  the  New  World,  to  whom  a  thousand 
leagues  were  as  nothing  beside  the  ache  for 
beauty  that  is  the  pledge  of  immortality  to  the 
soul.  .  .  .  After  that  there  came  a  time 

when  the  sword  of  war,  in  the  hand  of  St. 
Michel,  the  militant  archangel,  barred  the  way, 
and  mediaeval  France  was  to  America  a  lost 
Atlantis.  There  was,  instead,  the  France  of 
human  poppies  staining  the  fields ;  of  the  Ar- 
gonne  where  Youth  came  singing  to  death  and 
victory.  But  that  was  not  the  France  of 
yester-year — the  France  for  which,  after  all, 
one  sent  one’s  own  lad  to  fight.  All  this  time 


of  eclipse,  however,  there  was — as  may  there 
ever  be — hut  a  moment  by  airplane  from  our 
torch  of  Liberty,  one  spot  where,  in  reality, 

France  dwells  in  America . There  are 

now  “many  corners  of  a  foreign  field”  that 
will  he  forever  America,  where  a  young  heart 
from  the  Catskills,  from  Oregon,  from  Massa¬ 
chusetts,  has  enriched  another  fleur-de-lis,  has 
deepened  the  hue  of  another  poppy.  It  is  to 
be  hoped  that  most  fathers  and  mothers  will 
not  disturb  their  sons'  rest,  but  let  those  little 
acres  of  quiet  remain  forever  America  in 
France.  The  acre  of  France  in  America  to 
which  I  refer  is  the  ground  where  stand  the 
Cloisters  of  George  Grey  Barnard,  the  sculp¬ 
tor,  who  today  is  one  of  the  closest  links  be¬ 
tween  France  and  America. 

Thinker  of  deep  thoughts,  hewer  of  glisten¬ 
ing  Carrara,  George  Grey  Barnard  has  set 
these  “Cloisters”  upon  Washington  Heights, 
looking  to  the  sunrise,  as  all  altars  do,  and 
all  orientations  must,  whatever  star  be  their 
sun.  It  is  the  sta1"  of  Beauty  that  is  in  the 
ascendant  here.  Travelling  in  the  Languedoc, 
Mr.  Barnard  became  interested  in  the  ruined 
monastery  of  St.  Guilhem.  Believing  that 
stone  can  never  be  lost,  this  lover  of  stone, 
this  understander  of  the  hearts  of  marbles, 
searched  the  country-side  for  lost  capitals, 
broken  key-stones,  strayed  statuary,  misplaced 
lancets,  and,  to  shorten  the  story  of  a  pil¬ 
grimage,  found,  in  underbrush  or  under  the 
soil  of  the  fields  of  the  peasants,  in  their  gar¬ 
dens,  and  under  their  thatched  roofs,  enough 
of  relics  partially  to  restore  and  present  as  his 
gift  to  France,  the  Monastery  of  St.  Guilhem 
du  Desert,  and  at  the  same  time  to  bring  over 
from  his  purchases  and  discoveries  the  “Clois¬ 
ters”  that  he  has  reconstructed  here.  The 
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outer  arches  he  is  still  in  process  of  reassem¬ 
bling.  The  interior  does  not  make  a  facsimile 
of  St.  Guilhem,  but  is  a  sanctuary  raised,  in 
his  own  gifted  manner,  for  these  gathered 
treasures.  In  addition  to  the  relics  from  St. 
Guilhem  are  those  from  St.  Michel  de  Cuxa 
and  from  St.  Martin  du  Canigou,  in  the  ro¬ 
mantic  Roussillon  country,  whence  came  these 
ancient  twelfth  century  oaken  doors,  and 
where  the  Cloak  of  France  had  for  its  border 
the  tinsel  fringe  of  Spain. 

As  we  enter  the  grounds,  we  see  high  in  the 
outer  wall,  near  the  inserted  stations  of  the 
Cross,  the  old  monastery  bell.  If  we  pull  this 
by  its  suspended  rope  we  hear  the  voice  of 
yesterday.  Within  the  entrance,  we  are  re¬ 
quested  to  ring  the  smaller  bell  on  the  door 
itself.  The  verger,  himself  not  the  least  treas¬ 
ure  of  the  Cloisters,  will  not  let  us  enter 
until — for  some  moments  after  he  has  drawn 
the  curtain-veil  of  the  centuries- — we  have 
stood  under  the  mingled  spell  of  arches, 
stained  sunlight,  incense,  altar  and  enshrined 
statues.  Our  first  impression  overwhelms  us 
with  the  full  ensemble  of  loveliness ,  only  on 
later  visits  can  we  begin  to  grow  into  the  rich¬ 
ness  of  details.  This  collection,  housed  in 


such  loveliness,  seen  against  such  perfection 
of  proportion,  vistas,  illusion,  colour,  is  an 
assembling  of  hundreds  of  examples  of 
P'rench  art  in  its  perfection  of  execution  and 
feeling.  It  is  a  miracle  and  a  marvel,  whose 
result  one  need  not  fear  to  overstate.  Some¬ 
how,  too,  the  life-history  of  these  statues  has 
crept  into  the  very  rainbow-drift  of  sunbeams 
from  the  southern  transept.  This  interior  is 
distinctly  not  a  museum,  and  yet  not  a  con¬ 
vent,  nor  yet  a  minster,  and  still  is  always  a 
temple,  and,  essentially,  an  ecclesiastic  cross. 
This  ancient  glass,  in  its  early  splendour,  cast 
its  rays  on  kneeling  prince  and  peasant.  One 
example  had  a  long  exile  in  the  house  of  a 
German  peasant  in  France,  who  hated  it  for 
shutting  out  the  day,  and  had  finally  thrust  it 
into  her  attic  and  replaced  it  with  window- 
glass.  It  is  now  a  glory  above  the  altar.  A 
very  beautiful  statue  of  the  Virgin,  the  prey 
of  vandals  in  war-time,  was  found  by  a  peas¬ 
ant  ploughing  in  his  fields,  and  was  for  years 
set  up  in  his  stable,  where  it  may  be  that  after 
all  the  Virgin  was  cheered  by  the  memory  of 
the  softness  of  the  hay  of  Bethlehem  and  the 
warmth  of  the  sweet  breath  of  those  cattle  of 
the  manger. 
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[Over  arched  doorway  is  statue  of  Virgin  and  Child  from  Toul,  scene 
of  imprisonment  and  trial  of  Jeanne  d’Arc] 


[Scene  from  Masque  in  Cloisters  on  day  of  canonization  of 
Jeanne  d’Arc] 
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There  is  old  St.  Denis,  beheaded  in  the 
cause  of  Christ,  who  is  shown,  carrying  his 
head  in  his  hands,  as  when  he  rose  at  the 
angels’  summons,  following  them,  headless  too 
from  courtesy,  up  to  Paradise.  Animal  Ug- 
ures  are  there,  too:  there  is  the  twelfth  cen¬ 
tury  tomb  of  the  recumbent  crusader,  the 
little  lion  supporting  his  feet.  There  is  the 
gentle  griffin,  smiling  playfully  as  if  to  while 
away  the  centuries  for  the  little  Christ  Child 
reaching  out  towards  him  from  Mary's  arms. 
There  is  the  quaint,  richly  dressed  donor,  for¬ 
ever  kneeling.  Should  these  knees  be  stiff 
when  at  last  comes  Gabriel’s  trumpet,  her  flock 
of  winged  prayers  will  easily  bear  her  up¬ 
ward.  There  is  the  slumbering  high-born 
lady,  than  whose  reposeful  face  little  lovelier 
of  its  kind  has  been  done. 

There  are  many  touches  of  humour,  as  if 
for  the  pleasure  of  the  Child  in  his  mother  s 
arms,  lest  the  centuries  pass  too  tediously  for 
that  little  one — beauty  of  carved  iron  that 
every  gentle  child  would  love,  the  drooping 
curve  of  the  peacock’s  outline,  the  slender 
griffin,  whose  teeth  are  bared,  but  kindly,  as 
if  he  were  smiling  away  the  eras.  There,  sus- 
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pended  in  its  arc,  hangs  the  iron  lace  of  a  ship, 
a  design  given  by  some  ship’s  worker  in  mem¬ 
ory  of  a  safe  port  after  dangerous  seas;  a 
maritime  thank-offering.  And,  daintiest  of 
touches,  the  little  New- World  spiders  have 
woven  lovely  shimmering  tissues  of  veils  for 
each  Virgin  and  Child. 

It  is  all  a  great  conception,  greatly  achieved 
by  a  great  mind.  Here  is  not  a  vast  place — 
unless  measured  foursquare  by  the  angel  with 
the  heavenly  rod, — but  its  appeal  is  measure¬ 
less.  A  miracle  of  art  has  been  accomplished 
here.  So  beautiful  an  achievement  was  a 
destined  one.  It  was  written,  when  in  the 
ninth  century  St.  Guilhem  was  first  quarried 
out,  that  it  should  in  the  twentieth  century 
find  its  apotheosis  across  the  sea.  That  this 
has  come  to  pass  through  him  is  not  the  least 
of  the  great  works  of  George  Grey  Barnard. 

Editor’s  Note. — The  Cloisters  are  open  daily 
except  Monday  for  the  benefit  of  French  art¬ 
ists’  families.  Entrance  at  West  181V  St.  and 
Fort  Washington  Ave. 

Photos  courtesy  of  Kaplan  Photo  Service. 
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The  etchings  of  troy 

KINNEY 

BY  AMEEN  RIHANI 

While  painting  is  continually  un¬ 
dergoing  changes  in  method  and  technique,  and 
making  fitful  efforts  to  rise  out  of  the  revo¬ 
lutionary  turmoil  of  schools  to  a  greater  free¬ 
dom  and  a  more  dominating  vision,  etching 
is  still  bound  in  classic  limitations  and  hedged 
about  with  sentiment  and  tradition.  The 
etcher’s  art,  on  the  whole,  remains  rhe  same 


as  when  Rembrandt  crowned  it  with  his 
achievements  and  Haydon  made  it  popular 
through  his  own  work  and  activity;  while 
dealers  and  collectors  maintain  the  same  senti¬ 
mental  attitude  towards  it  that  characterized 
its  earliest  votaries.  In  other  words,  etching 
lias  acquired  a  sort  of  sacro-sanct  influence 
that  gives  it,  among  the  shifting  vantages  and 
vanishing  guide-posts  of  art,  an  enduring 
place, — a  little  temple  sheltered  by  a  time- 
hallowed  sentiment  and  devotion. 

And  this  is  fortunate.  For  the  lesthetic 
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feeling,  while  all  around  the  process  of  un¬ 
hinging  Yesterday’s  attachments  is  unremit¬ 
ting,  while  everywhere  are  voices  clamouring 
for  the  immediate  and  exclusive  recognition 
of  To-day,  finds  satisfaction  only  in  the  con¬ 
templation  of  forms  of  beauty  that  are  natu¬ 
ral  in  their  inception  and  development.  Na¬ 
ture  herself  recognizes  the  past  and  builds 
upon  it.  In  making  the  rose  she  goes  back  to 
the  Miocene  period  for  her  soil.  In  painting 
the  wings  of  a  bird  she  dips  her  brush  in  the 
pigments  that  first  coloured  the  rocks  of  Che¬ 
mung.  In  building  a  crystal  she  goes  farther 
back  to  Paleozoic  time,  following  the  inalter¬ 
able  law  of  proportionate  sectional  growth. 
There  are  no  variations  except  where  there 
are  accidents.  And  these  become  laws  in  the 
process  of  development,  to  be  discovered  by 
man  in  the  process  of  time.  But  seldom  or 
never  does  this  happen  in  a  single  generation. 
Hence  the  necessity  of  an  abiding  tradition — 
a  testimony  and  a  promise  of  achievement. 

In  this  sense,  therefore,  etching  is  an  art 
that  still  adheres  to  natural  laws.  In  its  limi¬ 
tations  is  the  promise  of  its  perfection ;  and 
in  its  traditions  is  preserved  that  conception 
of  beauty  that  makes  its  greatest  appeal 
through  linear  expression.  It  is  to  art  what 
the  sonnet,  for  instance,  is  to  poetry :  it  ex¬ 
presses  in  black  and  white  through  a  process 
partly  mechanical  what  the  poet  would  express 
in  fourteen  lines.  And  like  the  sonnet  form, 
the  technique  of  etching  may  be  mastered  by 
many ;  but  it  can  be  made  the  vehicle  of  the 
highest  poetical  expression  only  by  the 
masters. 

Troy  Kinney  is'a  poet  with  the  needle,  who 
gives  us  in  his  etchings  a  charming  and  lasting 
souvenir  of  the  dancer’s  creations  and  fugi¬ 
tive  fancies.  For  in  its  movements,  its  ges¬ 
tures,  its  pauses,  its  linear  tones  and  accents, 
dancing  is  as  expressive  of  forms  of  beauty 
as  the  most  austere  of  natural  laws  or  the 
most  abstract  of  aesthetic  conceptions.  It  sug¬ 
gests  and  complements  the  other  arts.  And 
it  is,  of  all  arts,  the  most  susceptible,  especially 
with  the  Orientals  and  Andalusians,  of  im¬ 
provisation.  Thus,  it  is  as  difficult  sometimes 
to  recognize  a  pleasing  idiosyncracy  or  grasp 
the  significance  of  an  instant  gesture,  as  it  is 
to  distinguish  the  interplay  of  light  and  shadow 


upon  the  wings  of  a  bird  in  flight.  But  Troy 
Kinney  has  a  very  sensitive  retina,  it  seems, 
as  well  as  an  agile  and  dexterous  hand.  Like 
the  true  artist,  however,  he  utilizes,  but  does 
not  always  follow  with  implicit  faith,  his  first 
impressions.  He  takes  pains  to  confirm  and 
amplify  them. 

In  Spain,  where  dancing  is  as  much  a  part 
of  the  life  of  the  people  as  religion  and  the 
bull-fight,  he  got  his  first  inspiration.  He 
walked  in  the  shadow  of  Malaguena  and 
Flamenco  with  the  zeal  of  a  devotee.  He  sat¬ 
urated  himself  with  the  Sevillian  atmosphere, 
resonant  with  the  click  of  castanets,  vibrant 
with  rhythmic  beauty,  opulent  with  an  eternal 
but  ever  varying  measure.  From  Madrid  to 
Valencia  he  was  the  modern  art-pilgrim  en¬ 
chanted  beyond  any  healing  formula.  The 
dance-hall  was  his  shrine ;  and  his  goddess, 
that  brilliantly  voluptuous  and  fatally  fascinat¬ 
ing  creature,  who  dashes  dancing  into  your 
heart  and  sends  you  away  with  the  haunting 
echoes  of  the  castanets  and  the  more  haunting 
magic  of  her  art. 

And  Troy  Kinney  came  back  to  New  York 
a  very  much  haunted  person,  indeed.  But 
he  was  not  going  to  submit  impassively  to  a 
Satanic  or  a  divine  obsession.  He  would 
master  its  reactions  and  make  them  serve  the 
purpose  of  his  art.  He  continued,  therefore, 
his  pilgrimage  in  New  York,  where  European 
celebrities,  with  the  halo  of  genius  or  without 
it.  must  eventually  come  and  bow  the  head  to 
Mammon — to  say  nothing  of  the  way  they 
make  away  with  his  gold.  Here,  then,  were 
the  artist-pilgrim’s  gods  and  goddesses,  come 
from  Paris  and  London  and  Seville  and  Petro- 
grad. 

He  sought  them  all,  in  and  out  of  the  tem¬ 
ple.  Pavlowa,  Nijinski,  Roshanara,  Tortola, 
Adolf  Bolm,  Fokine  and  Fokina,  they  all  wel¬ 
comed  him  and  gave  him  a  taste  of  their 
genius  and  their  temperament.  But  like  a 
true  pilgrim,  Kinney  always  saw  through  the 
thorny  hedges  the  lambent  light  of  sacrifice 
and  triumph.  Some  of  the  Terpsichorean 
divinities  were  human,  some  of  them  were 
not;  but  they  were  all  eager  to  leave  behind 
them  an  enduring  souvenir  of  their  rituals. 
So,  they  lifted  for  Kinney  the  first — and  the 
seventh — veil ;  they  took  him  into  the  inner 
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shrine ;  they  imparted  to  him  a  few  of  the 
mysteries,  as  well  as  the  secret  of  their  worldly 
triumph.  For  no  matter  how  impossible  in  a 
practical  way,  these  dancers  are  a  serious- 
minded  people,  terribly,  religiously  in  earnest. 
This  is  one  of  the  characteristics  that  these 
etchings  reveal.  Indeed,  the  Terpsichorean 
divinities  both  spin  and  toil — and  read  good 
books.  They  even  go  to  the  ancient  lore  of 
Egypt  for  a  guiding  sign.  Kinney  saw  them 
perform,  and  rehearse,  and  strive  for  the  best. 
He  saw  them  from  the  edge  of  the  vibrant 
circle  created  by  the  dance ;  he  saw  them  from 
various  distances,  from  stall  and  pit  and  gal¬ 
lery-top.  For,  to  obtain  the  right  point  of 
view,  he  had  to  study  them  from  every  point 
of  view. 

And  he  made  another  discovery.  Mere 
movement  in  a  dance  is  by  no  means  the  most 
essential  of  its  qualities.  Nor  do  the  masters 
set  much  value  upon  it.  It  is  in  spot  and  line 


that  they  all  try  to  excel  and  express  a  dis¬ 
tinct  individuality.  Flerein  the  two  arts,  danc¬ 
ing  and  etching,  reflect  each  other.  In  spot 
and  line  the  rhythms  accumulate,  the  measure 
is  achieved,  and  the  dance  is  made  articulate. 
So,  too,  the  picture.  In  other  words,  the 
dancer  comes  on  the  stage  enveloped  in  an 
atmosphere  of  her  own  creation,  which  she 
proceeds  to  make  articulate,  even  lyrical,  in 
line  and  spot ;  and  the  artist,  if  he  has  the 
faculty  of  instantaneous  perception,  transfers 
her  creation,  or  the  synthesis  of  it,  on  his 
plate.  How  much  movement  and  feeling  of 
movement  he  can  make  it  represent,  depends 
upon  his  talent. 

Troy  Kinney  makes  even  the  blank  spaces, 
the  silences,  emphasize  the  eloquence  of  spot 
and  line.  Having  used  a  literary  analogy,  let 
me  add  another  to  make  the  matter  more  clear. 
A  line  of  poetry,  for  instance,  is  composed 
of  a  number  of  feet  variously  accented.  The 
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lines  in  a  drawing  or  in  a  dance  are  the  feet, 
the  “spots”  are  the  accents.  And  in  the  repe¬ 
tition  the  measure  of  a  dance  and  the  compo¬ 
sition  of  a  picture  are  achieved.  Pavlowa  and 
Fokine  are  masters  of  spot  and  line,  creators 
of  new  rhythms  and  measures.  And  Troy 
Kinney  is  as  agile  and  dexterous  with  his 
hands  as  they  are  with  their  feet. 

But  behind  hands  and  feet  is  a  soul,  a 
genius,  a  creative  power.  If  dancer  and 
etcher  did  not  both  appreciate  this,  they  could 
not  act  and  react  upon  each  other  in  artistic 
expression.  Pavlowa  would  often  rehearse 
for  Kinney  a  certain  gesture  or  movement,  a 
certain  creation  of  spot  and  line; — she  would 


repeat  her  words,  so  to  speak,  that  he  might 
get  the  proper  accents  and  the  exact  inflec¬ 
tions.  That  is  how  these  brilliant  etchings 
were  conceived.  That  is  the  first  stage  in 
their  making. 

Troy  Kinney  never  works  in  a  haphazard  or 
casual  manner.  He  is  painstaking  and  delib¬ 
erate.  He  accepts  the  mood,  but  goes  beyond 
it  for  the  fundamental  law.  He  is  impeccably 
classic  in  his  compositions,  for  they  are 
based  upon  the  Greek  design,  following  the 
organic  development  in  nature  as  in  the  forma¬ 
tion  of  a  crystal  or  the  cellular  growth  in 
plants.  By  observing  the  area  of  proportion, 
he  achieves  dynamic  symmetry.  Dividing  his 
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plan  into  rectangular  sections,  he  draws  his 
picture,  sometimes  in  sections  also,  and  makes 
it  fit  into  the  design.  But  he  does  not  lose 
sight  of  the  poetic  motive  in  thus  building  the 
parts  into  a  harmonious  whole.  On  the  face 
of  it,  this  method  of  composition  does  not 
seem  flexible  enough  for  artistic  creation.  It 
is  too  scientific,  one  would  say,  to  be  always 
conducive  of  freedom  of  treatment.  It  is 
like  making  first  the  mould  and  then  making 
your  creation  fit  into  it.  But  this  is  only 
superficially  true. 

In  the  hands  of  an  artist  of  talent,  a  scien¬ 
tific  formula  can  be  made  to  yield  to  the  domi¬ 
nant  feeling,  even  to  the  teasing  and  torment¬ 
ing  fancy.  Plainly  speaking,  the  angles  give 
way  to  flexible,  relaxing  and  accentuating 
lines ;  and  in  the  classic  areas  of  proportion  is 
ample  latitude  for  personal  expression.  It  is 
true,  however,  that,  in  the  hands  of  an  artist 
of  no  talent,  the  geometric  conception  in  com¬ 
position  always  betrays  a  laboured  technique. 
But  every  formula  carries  with  it  a  dispensa¬ 
tion,  which  only  the  masters  can  utilize  to  ad¬ 
vantage.  To  be  able  to  sweep  the  rule  aside, 
you  must  know  first  its  natural  and  traditional 
import ;  and  then,  knowing  also  when  and 
where  it  can  be  done  effectively  to  serve  an 
artistic  purpose,  you  snap  your  finger  and  get 
away  with  it. 

Troy  Kinney  gets  away  with  it  in  these 
etchings.  He  has  succeeded  where  the  mechan¬ 
ical  stickler  would  fail.  In  his  synthetic 
method,  we  lose  sight  entirely  of  the  scientific 
approach.  And  although  his  compositions  al¬ 
ways  conform  to  the  Greek  principle  of  de¬ 
sign,  he  conveys  in  a  sweep  of  line,  a  swing 
of  rhythm,  or  the  mere  suggestion  of  their 
qualities,  the  impression  of  a  freedom  of  han¬ 
dling  most  admirably  achieved.  Indeed,  some 
of  his  subjects  seem  to  have  been  drawn  in  a 
moment  of  inspiration  directly  on  the  plate, 
freely,  spontaneously.  His  Swallows,  for  in¬ 
stance,  is  a  fine  example  of  his  skill  and  tech¬ 
nique.  With  an  economy  of  line  and  a  deli¬ 
cacy  of  touch  the  rhythms  mount  and  swing 
horizontally  in  a  swift  movement,  converge 
from  opposite  directions,  and  are  then  clinched 
and  accentuated  in  the  heads  of  the  two 
dancers  transfixed  within  a  single  measure, 
just  so  much  apart  to  express  all  the  rapture 


and  longing  of  a  supreme  desire. 

In  the  other  etchings  done  in  this  style  is  a 
further  proof  of  his  power  of  analysis  and 
concentration; — a  proof,  too,  of  an  eloquence 
that  is  as  effective  in  gesture  and  pause.  Kin¬ 
ney  in  these  plates  speaks  to  us  in  monosyl¬ 
lables,  concisely,  significantly,  rapidly ;  and  in 
his  interpretations,  the  ellipsis  is  often  as  ex¬ 
pressive  as  the  most  accented  lines.  Observe 
this  in  his  Seventh  Veil  in  relation  to  the  com¬ 
position,  which  enhances  its  sinewy  and  resil¬ 
ient  qualities.  From  the  vibrant  curve  of  the 
dancer’s  feet  up  to  the  fading  outline  of  the 
veil,,  the  ascending  rhythms,  swift,  consistent, 
harmonious,  produce  a  soaring  effect  which  is 
most  fascinating.  The  dancer,  at  the  height  of 
the  rhapsody,  is  about  to  take  to  flight. 

This  marvellous  technique  of  Troy  Kinney  is 
made  to  yield  more  power  in  his  Bacchante. 
The  bacchanal,  I  admit,  is  a  hackneyed  sub¬ 
ject.  Pencil  and  brush  and  common  print  have 
made  it  so  familiar  and  unattractive  by  so 
many  vapid  or  bizarre  versions,  which  travesty 
the  rhapsodic  spirit,  that  Kinney,  realizing 
this,  surprises  us  with  what  seems  at  first  sight 
a  snap-shot  of  a  new  creation.  A  new  crea¬ 
tion,  it  is.  But  with  a  few  strokes  of  the 
needle  and  a  dry-point  line,  he  gives  us  a  being 
of  fire  and  song,  forceful  and  graceful,  epito¬ 
mizing  in  a  single  gesture  all  the  abandon,  all 
the  rapture,  and  all  the  poetic  madness  of  the 
bacchanal.  And  how  simple  and  compelling 
that  single  gesture  of  the  body  emphasized  in 
the  curving  line  from  neck  to  bosom  and  made 
still  more  eloquent  by  the  contrast  of  the  down¬ 
ward  rhythms  in  arm  and  leg  and  the  rhythmic 
flow  in  hair  and  veil !  It  is  remarkable  how, 
with  but  a  few  strokes  of  the  needle,  he  can 
fill  his  plate  with  magic  beauty.  His  Bacchante, 
though  phantom-like,  has  in  it  more  of  the 
ecstatic  fire  than  most  of  the  elaborate  repre¬ 
sentations  of  the  bacchanal.  The  execution  is 
masterly,  the  composition  is  perfect.  There 
is  not  a  single  stroke  in  it  that  is  either  casual 
or  superfluous.  It  is  in  these  etchings  espe¬ 
cially,  which  look  like  improvisations,  that  his 
technique  is  made  to  yield  all  its  latent  power. 

He  is  not  less  brilliant,  however,  when  this 
power  is  subject  to  a  cultured  restraint  in  his 
more  finished,  I  should  say  more  elaborately 
executed,  plates. 
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His  Adolf  Bolrn  in  Prince  Igor  is  a  syn¬ 
thesis  of  power.  His  Pavlowa  in  Carmen  is  an 
epitome  of  grace.  In  both  these  etchings  the 
intensive  process  is  carried  to  a  point  where 
truth  and  impressionism  are  one.  The  war¬ 
rior-dancer  as  curved  (is  it  by  chance,  we  ask) 
and  as  supple  as  his  own  bow,  goes  to  the  heart 
of  his  subject  with  a  mighty  stride.  And  Pav¬ 
lowa,  whose  intensely  serious  expression  raises 
her  subject  to  a  supreme  purpose,  makes  the 
more  familiar  luring  leer  of  Carmen  seem  by 
contrast  a  vulgar  blasphemy.  The  outline  in 
these  plates  is  clear,  crystalline,  suggesting  the 
emptiness  of  the  ornamental.  No,  nothing  is 
needed  to  emphasize  that  superb  gesture  of 
grace  or  that  resounding  accent  of  power. 

On  the  other  hand,  his  Portrait  of  Mrs.  W., 
with  its  soft  contour  and  romantic  glamour,  is 
made  lyrical  by  the  masterly  handling  of  the 
delicate  grey  tints  against  a  background  of  deep 
dry-point  simulating  distance.  Thus,  with 
an  eye  for  beautiful  effects,  the  notes  and 
accents  of  character  are  suggested  as  well  as 
expressed,  according  to  the  prevailing  mood. 

The  resourcefulness  of  Kinney’s  needle  and 
style  is  more  strikingly  evident,  however,  in  his 
Roshanara  and  Viva  Andalusia  and  Tortola 
Valencia.  The  flexible  line  expressing  grace 
and  charm,  the  relaxing  line  expressing  a  win¬ 
some  lassitude,  the  incisive  line  expressing 
power,  the  rigid  line  made  to  set  off  the 
silences,  and  the  drop  in  the  rhythm  to  a  subtle 
nuance  without  breaking,  they  all  serve  to 
hold  the  increasing  measure  in  a  composition 
of  perfect  harmony. 

If  he  is  epigrammatic,  so  to  speak,  in  Bac¬ 
chante,  he  is  a  fluid  stylist  in  Viva  Andalusia. 
More  than  that.  He  is  an  interpreter,  faithful 
to  the  genius  of  the  land  that  gave  him  his  first 
inspiration.  Pie  speaks  with  the  flourish  and 
fervour  of  an  Andalusian.  He  gives  us  a  Tor¬ 


tola  in  all  the  pompous,  quaint,  capricious  and 
self-conscious  manner  of  the  Spanish  dancer 
that  is  more  widely  known  outside  of  Spain.  He 
gives  us  the  Mistress  of  the  Castanets,  the  God¬ 
dess  of  Andalusia,  who  seldom  covets  an  alien 
shrine,  in  her  most  characteristic  pose,  slightly 
sinuous,  graceful,  majestic,  captivating.  No 
one  who  has  an  eye  for  line  and  has  once  seen 
her  dance,  can  fail  to  recognize,  in  Kinney’s 
etching,  the  most  expressive  gesture  in  the 
contour  of  breast  and  bosom,  rendered  with 
classic  dignity  in  one  masterly  stroke,  or  the 
fluid  elegance  that  seems  to  flow  from  the  tips 
of  her  fingers  to  the  end  of  her  trailing  gown. 
It  is  indeed  evident  that  Troy  Kinney,  to  in¬ 
dulge  again  a  literary  analogy,  can  turn  out  a 
well  rounded  sentence  as  well  as  an  epigram. 

And  in  both  he  is  a  conscientious  and  pains¬ 
taking  artist.  He  takes  no  short  cuts ;  he  ac¬ 
cepts  no  makeshift  as  a  substitute  for  work. 
And  while  he  has  a  few  tricks  of  his  own,  it 
can  be  said  that  he  adheres  closely  to  the  tradi¬ 
tions  of  his  art,  without  adopting  exclusively 
any  one  particular  formula.  He  works,  and 
works  on  his  subject  material  till  he  gets  the 
right  point  of  view,  the  right  method  of  execu¬ 
tion,  and  the  right  expression.  He  tires  his 
subject,  I  would  say,  before  he  tires  of  it.  And 
thus  only,  he  succeeds  in  producing  those 
charming  effects  of  a  spontaneity  deliberately 
achieved,  which  characterize  the  style  of  Flau¬ 
bert,  for  instance,  or  Robert  Louis  Stevenson. 
No  trick,  no  evidence  of  labour  can  be  detected 
in  the  magic  of  his  line.  Nor  is  there  ever  a 
sign  of  impatience  or  slapdash  in  the  execu¬ 
tion  of  his  plates,  no  matter  how  much  the 
mechanical  process  grates  upon  his  delicate 
sensibility  and  esthetic  impulse.  He  is  an  artist 
of  the  one  and  only  school  that  endures — the 
School  of  Truth  and  Beauty  and  Work. 
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HOW  THEY  CAPTURED 
CASTLES  WITH  ROSES 
ROGER  SHERMAN  LOOMIS 

Anglo-Saxons  are  notorious  for 
taking  their  pleasures  sadly.  And  if  the  Brit¬ 
ish  and  ourselves  were  to  be  judged  by  the 
general  solemnity  of  our  pageants  we  should 
have  to  plead  guilty.  Over  there  Appius 
Claudius  communicates  his  un’appiness  to  the 
audience:  and  with  us  the  roasting  of  Jesuit 
fathers  and  the  tomahawking  of  Puritans  has 
been  only  partially  relieved  by  pious  rejoicings 
at  the  celebration  of  the  first  turkey  and  mince- 
pie  dinner.  We  have  worshipped  the  sage 
and  solemn  Muse  of  Llistory,  not  her  more 
frivolous  sister,  the  Muse  of  Comedy. 

But  the  medievals  from  whom  we  cribbed 
this  fashion  for  large  and  lavish  spectacles 
were  with  all  their  monasteries  and  misereres 
and  massive  tomes  of  moribund  theology  a 
vivacious  folk.  If  you  doubt  it,  read  the 


drinking  songs  of  Bishop  Golias,  or  Geoffrey 
Chaucer’s  ironic  remarks  on  patient  Griseldas, 
or,  on  your  next  trip  to  England  tip  back  the 
seats  in  the  choir  of  almost  any  cathedral  and 
you  will  discover  carvings  that  would  give 
even  Clarence  Day  points  in  humour.  Yes,  our 
ancestors  were  a  jollier  crowd  than  we. 

One  of  their  inspirations  by  way  of  pas¬ 
time  was  a  pageant  called  The  Castle  of  Love. 
We  first  hear  of  it  seven  hundred  years  ago 
in  Italy.  In  the  year  1214  the  people  of  Tre¬ 
viso  invited  to  a  festival  many  gentlemen  and 
twelve  of  the  fairest  and  gayest  ladies  of 
Padua,  and  the  entertainment  provided  has 
been  described  by  a  contemporary  historian 
thus :  “A  fantastic  castle  was  built  and  gar¬ 
risoned  with  dames  and  damsels  and  their 
waiting  women,  who  without  help  of  man  de¬ 
fended  it  with  all  possible  prudence.  Now 
this  castle  was  fortified  on  all  sides  with  skins 
of  vair  and  sable,  sendals,  purple  cloths, 
samites,  precious  tissues,  scarlet,  brocade  of 
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Bagdad,  and  ermine.  What  shall  I  say  of  the 
golden  coronets,  studded  with  chrysolites  and 
jacinths,  topaz  and  emeralds,  pearls  and 
pointed  headgear  and  all  manner  of  adorn¬ 
ments  wherewith  the  ladies  defended  their 
heads  from  the  assaults  of  the  beleaguers? 
For  the  castle  itself  must  needs  be  assaulted ; 
and  the  arms  and  engines  wherewith  men 
fought  against  it  were  apples  and  dates  and 
muscat-nuts,  tarts  and  pears  and  quinces, 
roses  and  lilies  and  violets,  and  vases  of  bal¬ 
sam  or  ambergris  or  rosewater,  amber,  cam¬ 
phor,  cardamoms,  cinnamon,  cloves,  pome¬ 
granates,  and  all  manner  of  flowers  or  spices 
that  are  fragrant  to  smell  or  fair  to  see/’ 
The  storming  party  consisted  of  a  number 
of  Venetian  youths,  who  finding  all  these  mis¬ 
siles  had  no  effect,  resorted  to  a  shower  of 
golden  ducats.  Promptly  the  ladies  capitu¬ 
lated,  and  the  young  men  carried  the  banner 
of  St.  Mark  triumphantly  into  the  castle.  But 
the  gentlemen  of  Padua,  who  had  escorted  the 
ladies  hither,  didn’t  like  the  turn  things  were 
taking,  and  in  a  rage  tore  up  the  banner  of 
St.  Mark.  Finally  the  matter  became  so 
serious  that  nothing  but  war  could  salve  the 
wounded  honors  of  Venice  and  Padua. 


Whether  it  was  the  injury  done  to  the 
ladies’  clothes  by  the  promiscuous  hurling  of 
tarts  and  pears  that  might  have  been  a  trifle 
over-ripe,  or  whether  it  was  the  more  serious 
trouble  caused  by  the  ducats,  it  seems  to  have 
been  settled  by  general  consent  thereafter 
that  no  missiles  were  to  be  used  on  either  side 
except  flowers.  These,  however,  seem  to  have 
become  effective  in  the  hands  of  a  practised 
pitcher  to  a  degree  which  would  be  incredible 
did  we  not  have  the  most  vivid  repeated 
testimony  to  the  facts. 

As  before  intimated,  it  is  doubtful  whether 
medievals  took  family  devotions  as  seriously 
as  do  some  of  our  contemporaries.  For  the 
family  missal  was  frequently  decorated  in  a 
fashion  to  make  one  wonder,  like  Byron, 

"how  they 

Who  saw  those  figures  in  the  margin  kiss 
all, 

Could  turn  their  optics  to  the  text  and 
pray.” 

Vow  there  are  three  English  books,  two  of 
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them  psalters,  which  present  faithful  por¬ 
trayals  of  the  Siege  of  the  Castle  of  Love. 
(1.)  The  knights  are  attacking  in  full 

armour,  but  are  obviously  thrown  into  com¬ 
plete  confusion  by  the  discharge  of  roses 

among  them.  One  knight  who  has  been  rash 
enough  to  ascend  a  scaling  ladder  is  struck 
by  a  single  rose.  Not  only  does  it  knock  his 
helm  from  his  head,  but  he  loses  his  hold  and 
falls  to  the  ground.  In  the  other  psalter 

(2)  the  ladies  are  not  content  with  long 

range  warfare,  but  are  handling  the  men  in  a 
style  which  may  have  given  rise  to  the  word 
“manhandle.”  At  any  rate,  of  the  venture¬ 
some  knights  who  have  ascended  the  ladders 
to  the  assault  one  is  being  spanked  and  the 
other  forced  by  a  firm  pressure  upon  his  head 
to  consider  a  rapid  descent  to  earth.  While 
below  two  damsels  rush  out  from  the  gate¬ 
way  and  twist  the  poor  males  into  wild  con¬ 
tortions. 

Is  it  any  wonder  that  in  the  third  manu¬ 
script  (3)  the  knights  sit  on  their  horses 
at  a  safe  distance,  take  a  long  look  at  the 


bent  brows  and  bent  bows  of  the  damsels,  and 
seem  far  more  inclined  to  parley  than  to  com¬ 
mence  hostilities. 

The  French  had  a  pleasant  art  of  making 
toilet  articles  out  of  ivory — no  pyralin  for 
them — and  before  the  days  of  glass  mirrors 
the  favourite  reflector  for  milady’s  bower  was 
a  polished  metal  plate,  such  as  we  have  re¬ 
vived  for  our  trench  mirrors,  set  into  a  carved 
ivory  back.  And  among  the  medieval  ivories 
in  the  Metropolitan  Museum  of  Art  is  a 
charming  little  mirror-back  chiselled  to  repre¬ 
sent  the  Chateau  d’Amour.  (4.)  And  in  the 
highest  tower  Dan  Cupid  is  shown  getting  in 
a  deadly  shot  with  his  little  bow. 

At  the  Metropolitan  Museum  there  is  also 
an  ivory  casket,  on  the  lid  of  which  we  see 
the  siege  of  the  castle  being  pressed  in  a 
highly  scientific  manner.  (5.)  On  the 
right  a  machine  corresponding  to  our  trench 
mortar  is  being  loaded  with  a  basket  of 
flowers.  These  must  have  proved  a  most  effi¬ 
cacious  weapon,  for  on  the  other  side  we  find 
that  the  ladies  have  surrendered.  One  is 
handing  over  a  sword,  another  is  riding  off  on 
horseback  with  a  knight,  and  a  third  is  rowed 
off  in  a  boat. 


Mural  paintings,  enamels,  and  tapestries — 
all  continued  to  reflect  in  art  the  favourite  pas¬ 
time  of  courts.  Bluff  King  Hal  of  the  six 
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wives  not  only  had  a  set  of  tapestries  of  the 
City  of  Ladies,  but  right  lustily  took  part  in 
the  game  itself.  On  New  Year’s  Eve,  1512, 
a  castle,  occupied  by  six  ladies,  and  labelled 
“La  Fcrtrcsse  Dangerus,”  was  carried  about 
the  hall.  “After  the  Queen  had  beheld  it,  in 
came  the  king  with  five  other.  These  six 
assaulted  the  castle.  The  ladies  seeing  them 
so  lusty  and  courageous,  were  content  to  sol¬ 
ace  with  them,  and  upon  further  communica¬ 
tion  to  yield  the  castle.  And  so  they  came 
down  and  danced  a  long  space.’’ 

A  sixteenth  century  Flemish  tapestry 
represents  pretty  closely  the  costume  and 
the  manner  in  which  the  game  was  played  at 
Henry’s  court.  The  persons  are  all  labelled 
to  represent  qualities ;  the  men  who  attack, 
Visage,  Churlishness  and  Pride.  The  ladies 
armed  with  halberds,  are  Evil  Hate,  Churlish 
who  beat  them  off  with  a  lash  of  flowers  and 


a  crossbow  loaded  with  a  rose  are  Gaiety  and 
Generosity.  Above  the  battle  the  God  of 
Love  sits  enthroned. 

Curiously  enough,  far  down  into  the 
eighteenth  century  this  joyous  custom  sur¬ 
vived  at  the  Swiss  town  of  Fribourg.  A 
wooden  castle  was  erected,  the  ladies  occupied 
it  and  the  gentlemen  attacked  it.  Flowers 
hurtled  through  the  air  like  snow-flakes.  Of 
course,  the  outcome  was  inevitable.  Each  of 
the  ladies  chose  one  of  the  victors  and  paid 
him  a  rose  and  a  kiss  as  ransom.  Afterwards 
while  the  ladies  returned  to  their  houses  and 
showered  the  heroes  from  their  windows  with 
rose  petals  and  perfumes,  the  victors  rode  on 
horseback  through  the  streets.  And  only  a 
hundred  years  ago  the  young  people  in  the 
vineyards  of  Fribourg  and  Vaud  used  to  sing: 

“Chateau  d’amour,  te  veux-tu  pas  rendre? 

Veux-tu  te  rendre,  ou  tenir  bon?” 
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Luminos 

BY  W.  H.  DE  B.  NELSON 

When  writing  upon  Mr.  William  C. 
Cornwell  and  his  luminos,  the  question  must 
sooner  or  later  arise,  “What  are  luminos  and 
how  do  they  affect  art?”  The  great  difficulty 
in  answering  this  perfectly  justifiable  question 
lies  in  the  fact  that  no  one  seems  to  know 
with  any  certainty  what  exactly  art  is.  Sev¬ 
eral  years  ago  a  book  was  published  under  the 
magic  authorship  of  Clive  Bell  and  its  title 
left  nothing  to  be  desired.  It  was  “Art.” 
Now  at  length  we  were  to  be  authoritatively 
informed  as  to  what  constitutes  art.  The 
frontispiece  was  an  old  Persian  pot  and,  to  a 
layman  and  possibly  to  some  artists,  appeared 
to  have  little  to  recommend  it  beyond  the  rev¬ 
erence  which  we  are  fain  to  accord  to  objects 
which  have  survived  the  centuries.  But 
doubtless  the  text  would  put  us  in  the  position 
for  all  time  to  declare,  in  all  good  faith,  as 
at  the  douane,  when  a  Persian  pot  is  a  pot  of 
art  and  when  it  is  a  plain  pot.  We  hugged 
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the  book  fiercely  and  hurried  home  to  enjoy 
the  threatend  reincarnation,  but  alas  for  all 
human  hopes,  and  especially  for  our  prostrate 
faith  in  Clive  Bell,  the  dawn  discovered  us 
with  the  book  ended  and  just  as  far  off  a 
solution  as  ever.  The  information  (excellent 
of  its  kind  and  entertainingly  conceived) 
omitted  to  say  what  was  art  but  furnished  a 
clue  to  its  discovery  by  declaring  that  “sig¬ 
nificant  form”  is  the  basis  of  art  and  that 
nothing  may  be  accounted  art  without  it.  It 
forms,  so  to  speak,  the  marriage  certificate, 
failing  which  no  Persian  pot  can  be  respect¬ 
able.  We  feel  that  far  from  advancing  in  our 
search  for  truth,  we  have  retrograded,  for 
before  recognizing  art  we  must  pass  an  exami¬ 
nation  in  significant  form. 

But  let  us  leave  Clive  Bells  and  Persian 
pots  for  a  while  and  take  up  Cornwell  and 
luminos  which,  as  they  affect  us  emotionally, 
we  intend  to  regard  as  art  whether  they  pos¬ 
sess  significant  form  or  not. 

At  first  blush,  doubt  might  attach  to  this 
surrender,  seeing  that  luminos  consist  of 
paper  not  even  coloured  by  the  artist’s  hand, 
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and  are  dependent  upon  electrical  displays 
behind  them  for  their  effect.  When  however 
we  take  into  account  that  Mr.  William  Corn- 
well  is  a  shrewd  business  man,  a  banker  of 
note,  and  the  editor  of  an  important  banking 
paper  that  goes  to  all  parts  of  the  world,  it 
cries  a  halt  to  any  adverse  judgment,  any 
prejudice,  conceived  without  a  knowledge  of 
his  work  far  greater  than  mere  hearsay  that 
he  creates  fine  pictures  by  layers  of  coloured 
tissue  paper  with  the  aid  of  an  electric  bat¬ 
tery.  But  it  must  be  observed  that  Cornwell 
is  an  artist  and  could  express  himself  in  half 
a  dozen  media  if  he  chose  to,  the  result  of 
an  art  training  in  Paris  followed  by  drawing 
and  painting  as  a  hobby  but  not  as  a  profes¬ 
sion.  I  hat  such  a  man  in  the  fullness  of  years 
should  elect  to  spend  time  without  stint  in  ex¬ 
perimenting  in  this  new  art  until  he  has 
attained  professional  adroitness  and  the  abil¬ 
ity  to  charm  all  who  have  had  the  good  for¬ 
tune  to  see  his  products,  must  satisfy  the 
veriest  sceptic  that  there  is  more  in  luminos 
than  meets  the  eye  that  has  not  beheld  them. 

Luminos  have  obtained  a  certain  amount  of 
notice  and  publicity  but  not  nearly  enough, 
the  fault  of  which  lies  not  in  any  inherent 
weakness  in  the  idea  or  execution,  but  solely 
in  the  fact  that  the  time  of  a  great  banker  has 
been  too  much  invaded  upon  to  permit  him 
the  facilities  of  displaying  his  pictures  pub¬ 
licly.  On  a  few  occasions,  he  has  consented 
to  invite  a  few  friends  and  members  of  the 
press  to  see  them,  but  the  process  entails  a 
vast  amount  of  planning,  carpentry,  and  elec¬ 
trical  work  that,  even  though  others  can  man¬ 
age  the  manual  labour  involved,  still  demand 
his  supervision  and  advice. 

The  principle  is  that  of  light  and  colour 
combination  obtained  by  pasting  strips  of 
paper  upon  glass  illumed  from  the  back  by 
strong  light.  The  idea  arose  in  Cornwell's 
mind  some  years  ago  when  asked  to  arrange 
some  plan  of  decoration  at  an  entertainment 
to  be  given  by  the  City  Club  where  he  was 
then  residing.  The  long  windows  of  the  ball¬ 
room  formed  at  once  the  problem  and  the  key. 
He  observed  that  layers  of  paper  of  different 
colours  placed  with  regard  to  colour  values 
made  the  windows  look  like  a  painted  canvas. 


from  then  on  the  artist  in  Cornwell  re-awoke 
and  all  his  spare  time  fell  to  experimenting 
with  results  that  are  truly  astonishing  and 
capable  of  application  wherever  light  and  col¬ 
our  can  be  decoratively  employed.  That  the 
processes  are  to  some  extent  mechanical  does 
not  in  the  least  destroy  the  feeling  that  here 
we  are  encountering  something  that  could  only 
proceed  from  the  brain  and  manipulation  of 
an  artist.  Inasmuch  as  the  main  principles  are 
colour  and  lighting,  it  is  obviously  impossible 
in  our  illustrations  to  do  more  than  indicate 
the  kind  of  subject  he  selects  for  his  opera¬ 
tions. 

In  the  hands  of  a  mere  mechanic  with  a 
certain  taste  for  theatrical  illusions,  luminos 
would  hardly  strike  a  new  note  and  would 
certainly  leave  art-lovers  unthrilled,  but  in  the 
hands  of  a  real  artist  who  has  devoted  years 
of  study  and  experiment  to  the  perfecting  of 
his  device  luminos  enter  boldly  into  the  little 
kingdom  of  art  without  any  fear  of  disfavour. 
Art  has  many  outlets,  all  of  them  being  inde¬ 
pendent  the  one  of  the  other,  and  luminos  do 
not  conflict  with  of  contradict  accepted  chan¬ 
nels  but  claim  friendly  recognition  in  the 
general  scheme  of  decoration  which  art  en¬ 
courages  and  calls  for.  A  visit  to  the  artist’s 
home  where  these  pictures  are  in  operation 
proves  the  unfathomable  degree  of  artistic 
pleasure  that  can  be  derived  from  a  scheme  of 
decoration  that  is  independent  of  Old  Masters, 
modern  masters,  statuary,  or  pottery,  and  yet 
can  lose  nothing  by  association  with  them. 
There  is  a  complete  bond  between  them 
affected  adversely  by  the  propinquity  of  lumi¬ 
nos.  There  is  a  complete  bond  between  them 
which  would  be  impossible  were  there  not  an 
art  relationship  between  them.  In  a  word, 
luminos  are  a  beautiful  decoration  in  and  by 
themselves  or  may  be  used  with  perfect  confi¬ 
dence  with  other  objects  of  art  governed  and 
selected  by  good  taste  and  arrangement. 

There  is  nothing  to  prevent  anybody  from 
getting  happy  results  in  imitation  of  this  de¬ 
vice  but  it  will  take  an  artist  of  the  calibre 
of  William  Cornwell  to  do  anything  that  is 
really  worth  while  and  of  sufficient  dignity 
to  be  chronicled. 


Editor's  Note. — This  device  has  been  patented  in  the  U.  S.  Patent  Office. 
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TWO  AMAZING  PORTRAITS  BY 
PAUL  MANSHIP 
FRANK  OWEN  PAYNE 

When  the  unique  sculptures  of 
Paul  Manship  began  to  appear,  there  was  a 
marked  ripple  in  the  world  of  art.  For  here 
was  something  new  and  original  done  in  a 
style  more  ancient  than  Cheops  or  Babel.  Art 
lovers  everywhere  stood  at  attention.  Differ¬ 
ences  in  taste  and  judgment  soon  arrayed  his 
critics  into  two  opposing  camps  as  it  were. 
The  one  of  these  camps  was  composed  of  en¬ 
thusiastic  admirers  who  saw  in  Manship’s 
strange  creations  something  full  of  beauty  and 
mystery  well  deserving  careful  study.  The 
other  party  questioned  the  style  as  a  too  ob¬ 
vious  return  to  the  archaic. 

Outside  the  realm  of  art  criticism  the  phe¬ 
nomenal  growth  in  popularity  of  Mr.  Man- 
ship’s  work  very  soon  placed  him  among  the 
foremost  sculptors  of  our  day.  All  classes, 
whether  artist  or  layman,  were  at  one  in  their 
unqualified  praise  of  his  marvellous  technique. 
The  highest  compliment  which  could  be  paid 
to  any  artist  was  his  when  other  artists  began 
to  copy  his  style.  His  imitators  have  been 
legion,  so  that  it  seems  as  if  there  is  likely  to 
arise  what  may  be  denominated  a  Manship 
School  of  American  Sculpture. 

Apropos  of  imitators,  let  it  be  at  once  declared 
in  passing,  that  there  is  no  other  sculptor,  liv¬ 
ing  or  dead,  whose  work  is  more  difficult  to 
imitate.  Manship  stands  practically  alone  in 
sculptural  technique.  His  works  defy  imita¬ 
tion  as  do  those  of  Benvenuto  Cellini.  They 
are  supreme ! 

For  the  greater  part  of  his  sculptures,  Mr. 
Manship  has  devoted  his  attention  to  classical 
and  idealistic  themes.  His  creations  are  full 
of  beautiful  lines  and  subtle  curves.  They 
exhibit  a  masterful  treatment  of  planes  and 
surfaces.  There  is  rhythm  of  movement  in 
everything  that  he  has  accomplished  in  plastic 
art.  His  works  present  a  high  degree  of  poetic 
fancy  in  the  choice  of  subject  matter.  Over 
all  there  seems  to  be  a  veil  of  weirdness  and 
about  his  work  there  is  an  atmosphere  of  mys¬ 
tery.  There  is,  moreover,  a  profound  rich¬ 
ness  of  symbolism  in  the  art  of  Manship  that 
constrains  one  to  pause,  to  ponder  and  makes 


one  carry  away  with  him  something  as  haunt¬ 
ing  as  an  enchanting  phrase  of  music. 

The  ardent  admirers  of  Manship’s  art  have 
often  wondered  whether  this  gifted  artist 
would  ever  forsake  the  remarkable  manner 
which  has  made  him  famous,  and  turn  atten¬ 
tion  to  more  realistic  fields  of  sculpture.  It 
were  indeed  a  pity  to  leave  those  realms  of 
exquisite  idealism  for  the  less  poetic  fields  of 
artistic  endeavour.  On  one  occasion  the  writer 
asked  Mr.  Manship  point-blank  if  he  would 
treat  a  portrait  in  the  same  manner  in  which 
the  details  of  his  other  works  are  wrought. 
His  answer  was:  “Why  not?”  So  we  have 
been  waiting  and  wondering  to  see  what  his 
efforts  at  portraiture  might  be.  If  any  there 
be  who  have  thought  that  Manship's  work  be¬ 
longs  exclusively  to  the  realm  of  decorative 
sculpture,  they  must  soon  discover  in  the  two 
extraordinary  portraits  illustrated  herewith, 
the  fact  that  the  sculptor  has  now  proved  him¬ 
self  to  be  one  of  the  very  greatest  portrait 
artists  of  all  time.  We  declare  this  without 
fear  of  contradiction. 

The  two  works  referred  to  are  the  likeness 
of  Mr.  Manship’s  infant  daughter  done  when 
she  was  only  three  days  old ,  and  to  the  re¬ 
cently  completed  portrait  of  John  D.  Rocke¬ 
feller,  who  posed  for  it  at  the  age  of  eighiy- 
six  year  Si  In  the  one  we  have  probably  the 
youngest  infant  ever  delineated  by  the  sculp¬ 
tor’s  chisel.  It  is  an  amazing  piece  of  work. 
All  the  immaturity,  the  almost  uncanniness, 
of  a  newly  born  babe  is  there  depicted.  How 
helpless  it  lies  there  in  its  swaddling  clothes ! 
It  is  quite  impossible  for  one  to  realize  that 
it  is  marble  so  manipulated  as  to  simulate  the 
extreme  softness  and  delicacy  of  infant  human 
flesh.  We  believe  that  this  work  stands  alone 
in  its  realism  among  child  sculptures. 

Indeed,  the  manner  in  which  the  artist  has 
set  this  unique  creation,  giving  to  it  as  he 
does,  something  of  the  dignity  which  medie¬ 
val  artists  gave  to  their  representations  of  the 
Christ  Child,  is  evidence  of  the  great  love 
and  devotion  which,  as  a  father,  he  bears 
toward  his  first  born  child.  It  is  little  wonder 
that  it  was  purchased  and  presented  to  the 
Metropolitan  Museum  of  Art,  where  it  occu¬ 
pies  a  prominent  place. 

In  the  second  work  we  have  a  most  realistic 
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portrait  of  an  old  man,  a  very  old  man.  We 
have  never  before  seen  such  a  convincing  pic¬ 
ture  of  senility  as  this  portrait  of  the  Oil 
King.  To  attempt  to  describe  it  is  not  with¬ 
in  the  limits  of  the  present  paper,  much  less 
within  the  powers  of  the  writer.  It  must  be 
seen  and  studied  to  be  fully  appreciated.  In 
the  sagging  cheeks  and  shrunken  throat  the 
extreme  age  of  the  subject  is  seen.  There  is 
the  shrewdness  and  determination  which  are 
known  to  be  characteristic  of  the  subject. 
The  modelling  of  the  mouth  and  chin  indicate 
these  qualities.  There  is  foresight,  and  pene¬ 
tration  and  organizing  power  in  the  cast  of 
countenance.  There  are  traces  of  that  benevo¬ 
lence  and  philanthropy  which  have  made  the 
name  of  Rockefeller  a  synonym  for  great  giv¬ 
ing.  Over  all  the  artist  has  thrown  a  veil  of 
religious  expression. 

Perhaps  there  are  others  among  our  sculp¬ 
tors  who  might  produce  a  portrait  bearing  all 
these  characteristics.  It  is  the  marvellous 
execution  of  this  work  which  defies  imitation. 
Here  the  artist  has  brought  into  use  his  very 


highest  talent  for  modelling  and  carving.  The 
marble  is  of  the  finest  variety.  It  is  semi- 
translucent,  like  chalcedony,  and  it  has  been 
tinted  to  a  delicate  cream  colour  like  ivory. 
The  arrist  has  departed  from  present  day 
practise  and  like  the  ancients,  he  has  tinted 
the  iris  of  the  eye  blue,  like  that  of  the  sub¬ 
ject.  Truly  this  portrait  of  Rockefeller  is  the 
most  realistic  likeness  of  modern  times.  No 
other  American  sculptor  has  dared  to  create 
such  a  work.  No  other  portrait  bust  can  com¬ 
pare  with  it. 

Thus  in  these  two  remarkable  works,  Paul 
Manship  has  covered  the  entire  span  of  human 
life.  If  any  one  wonders  what  he  can  accom¬ 
plish  in  portraiture  let  him  contemplate  that 
incomparable  infant  in  the  Metropolitan  Mu¬ 
seum  of  Art,  after  which  let  him  turn  to  this 
amazing  portrait  of  the  founder  of  the  Stan¬ 
dard  Oil  Trust.  This  may  be  great  praise 
but  we  feel  confident  that  Manship  has  pre¬ 
sented  in  these  works  convincing  examples  of 
his  art  at  its  highest  point.  He  has  given  to 
us  the  greatest  portrait  sculpture  hitherto  pro¬ 
duced  in  America. 
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LAURELTON  STUDIOS:  A  NEW 
IDEA 

BY  CHARLES  de  KAY 

Having  spent  more  than  half  a  cen¬ 
tury  in  pursuit,  along  various  paths,  of  that 
illusive  nymph  called  Art,  it  has  seemed  well 
to  Louis  Comfort  Tiffany  to  take  thought 
concerning  the  difficulties  that  beset  the  way 
of  the  artist  and  devise  some  plan  through 
which  he  himself  might  be  of  practical  benefit 
to  the  rising  worker.  Though  a  member  of 
the  National  Academy  of  Design  and  a  char¬ 
ter  member  of  the  Society  of  American  Art¬ 
ists,  and  therefore  primarily  a  painter,  he 
branched  out  in  mosaic,  stained  glass  and 
enamel,  in  lustre  glass  and  pottery,  even  in 
textiles,  wherever  he  felt  that  his  sense  of 
colour  might  find  satisfaction.  What  has 
always  moved  him,  with  regard  to  young  art¬ 
ists  who  have  done  with  the  schools,  is  their 
inability  to  meet  the  struggle  for  bread  with¬ 
out  sacrificing  the  time  and  energy  needed  for 
success  in  art.  Llaving  turned  this  over  in 
his  mind  for  several  years,  he  came  to  the 
conclusion  that  a  beginning  might  be  made  by 
providing  a  limited  number  of  young  workers 
with  a  beautiful  and  stimulating  environment. 
For  this  purpose  he  has  established  a  Foun¬ 
dation  and  proceeded  to  adapt  his  own  coun¬ 
try  home,  Laurelton  on  Cold  Spring  Llarbour, 
Long  Island,  to  the  needs  of  such  a  venture. 

For  venture  it  is.  Only  the  future  can 
determine  the  success  or  failure  of  it.  There  is 
no  precedent  to  follow,  neither  here  nor  abroad. 
Neither  William  Morris  nor  Hubert  Herko- 
mer  in  England  with  his  art  colony  or  his 
school  affords  a  parallel,  nor  can  we  consider 
the  gilds  and  craft-centres  of  some  centuries 
back  as  guides.  Mr.  Tiffany’s  idea  is  neither 
a  school  nor  a  commercial  venture ;  rather  it 
is  a  place  where  artists  may  abide  in  comfort 
without  proffer  of  advice  or  any  influence  urg¬ 
ing  toward  one  art  direction  or  the  other, 
there  at  their  leisure  to  mature  their  own  de¬ 
signs,  follow  their  own  dreams,  pursue  their 
own  ideals.  Encouragement  of  talent,  not  the 
production  of  paying  art  work,  is  the  aim. 

Laurelton  Hall  looks  from  its  wooded  hills 
onto  the  broad  inlet  just  east  of  Oyster  Bay 
and  so  across  Long  Island  Sound  to  the  main¬ 


land.  The  estate  of  which  it  is  the  centre  has 
all  the  variety  of  land  and  shore  a  painter 
may  want,  while  the  Hall  itself  offers  a  singu¬ 
larly  rich  and  well  selected  series  of  art  col¬ 
lections  made  by  Mr.  Tiffany  in  the  course 
of  years,  among  which  Oriental  objects  have 
a  prominent  place.  The  hothouses  contain 
rare  and  beautiful  flowers  and  trees  from  the 
tropics,  while  all  about  the  Hall  are  garden 
and  wild  flowers  belonging  to  our  climate,  not 
scattered  but  so  arranged  as  to  bloom  succes¬ 
sively  as  the  summer  advances  into  masses  of 
splendid  colour. 

Flower  painters,  landscape  and  marine 
painters,  students  of  domestic  animals  and 
wild,  as  well  as  those  interested  in  the  arts  of 
the  Chinese  or  American  Indians,  find  Laurel- 
ton  Flail  and  its  neighbourhood  full  of  matters 
suggestive ;  should  they  care  to  pursue  a  sub¬ 
ject  in  books,  they  can  find  what  they  need  in 
the  art  library  at  the  Hall. 

For  the  first  year,  which  began  May  1,  1920, 
only  fifteen  guests  were  accommodated,  pay- 
ing  guests  for  whom  pleasant  studios,  baths, 
bedrooms,  refectory,  kitchen,  etc.,  were  pre¬ 
pared  in  a  building  near  the  Hall  where  they 
have  all  the  privacy  they  want.  The  Hall 
serves  on  occasion  or  assembly  place,  museum, 
library.  Some  of  the  studios  are  for  painters, 
others  for  sculptors,  while  a  large  workroom 
is  for  artcrafters  and  jewelry  designers. 
There  are  to  be  no  instructors,  although  from 
time  to  time  certain  leading  artists  come  to 
Laurelton  to  cpiiz  the  work  of  those  entering 
for  scholarships  and  decide  the  awards ;  or 
else  simply  as  guests  and  visitors,  to  lend  the 
young  artists  their  sympathy,  should  the  latter 
wish  to  have  them  look  at  their  work. 

Among  painters  and  sculptors  of  note  who 
have  visited  the  Foundation  recently  are 
Messrs.  Robert  Aitken,  Paul  Manship  and 
Childe  Hassam,  Joseph  Pennell,  Robert  Von- 
noh,  Gifford  Beale  and  Eliot  Clark,  Barry 
Faulkner,  the  mural  painter,  and  among  archi¬ 
tects  are  Lloyd  Warren.  The  American  Fed¬ 
eration  of  Arts  came  in  a  representative  body. 
And  while  suggestions  were  not  lacking  to 
meet  the  varied  characters  of  the  visitors  the 
general  verdict  was  favourable. 

Whatever  Louis  C.  Tiffany  attempts  he  car¬ 
ries  out  with  scrupulous  care.  This  long-pon- 
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dered  and  well-based  Foundation,  while  of 
course  an  experiment,  cannot  fail  of  success 
on  the  limited  scale  it  is  now  undertaken.  The 
first  need  was  to  secure  the  right  kind  of  art¬ 
ists,  neither  untaught  students  nor  mature 
proficients,  but  young  men  of  promise.  If 
comparisons  were  not  misleading,  one  might 
point  to  the  post  graduate  course  of  colleges ; 
but  while  the  latter  is  a  course  of  specializing 
under  notable  teachers,  in  this  case  the  grad¬ 
uate  of  studio  or  art  school  gets  no  instruction  ; 
he  specializes  by  himself.  For  a  nominal  fee  he 
receives  board,  lodging  and  attendance  as  a  pay¬ 
ing  guest  of  the  Foundation,  with  the  chance 
to  win  a  scholarship ;  only  in  return  will  he  be 
expected  to  produce  something  in  an  art  sense 
worth  while,  following  his  own  methods  and 
carrying  out  his  own  ideas.  At  present  the 
guest  is  invited  for  the  season  only ;  it  will 
depend  on  his  work  whether  he  will  be  noti¬ 
fied  that  a  place  is  kept  for  him  the  season 
following. 

Very  naturally  there  were  many  appli¬ 
cations  for  summerings  at  Laurelton  Flail  in 
such  delightful  surroundings  ever  since  the 
news  of  Mr.  Tiffany’s  Foundation  appeared  in 
the  press ;  but  the  number  of  studios  being- 
limited  and  great  stress  being  laid  on  the 
character  of  the  applicant’s  work,  more  or  less 
red  tape  was  unwound  before  the  decision 
was  made.  Various  art  schools  and  art 
societies  were  addressed  by  Mr.  Stanley  Loth- 
rop,  the  manager  at  Oyster  Bay,  asking  them 
to  recommend  young  men  likely  to  appre¬ 
ciate  a  stay  of  three  or  six  months  or 
longer  at  the  Laurelton  Hall  studios ;  there 
is  no  intention  on  the  part  of  Mr.  Tiffany 
however,  to  pin  his  faith  to  those  thus  recom¬ 
mended.  The  object  is  to  invite  men  who 
have  the  instinct  of  art  strong  within  them 
and  have  had  a  reasonable  amount  of  instruc¬ 
tion,  men  who  know  how  to  use  their  tools  arid 
will  take  full  advantage  of  the  opportunity 
given  them  to  carry  out  whatever  work  they 
are  “just  longing”  to  tackle. 

In  the  old  days  before  the  Civil  War  when 
Oyster  Bay  was  a  sleepy  little  village  and  the 
landlocked  harbour  rarely  saw  a  yacht  or  a 
revenue  cutter;  when  New  York,  some  thirty 
miles  away,  was  reached  by  steamboat  or 
sloop,  there  were  few  summer  residences  and 


still  fewer  residents  who  cared  for  art.  Cen¬ 
tre  Island,  Sagamore  Hill  and  the  pleasant 
marges  of  Cold  Spring  Harbour  had  no  coun¬ 
try  houses,  bungalows,  homes  of  gentlemen 
farmers.  Good  roads  there  were,  though 
none  of  the  best,  yet  the  beauty  of  the  views 
along  this  part  of  the  north  shore,  the  glimpses 
of  the  noble  Sound,  the  picturesque  villages 
with  their  mill-ponds  and  brooks,  the  great 
masses  of  woodland  and  sudden  vistas  into 
bays  and  inlets  were  there  as  they  are  today. 
Oyster  Bay  is  now  more  town  than  village  and 
the  roads  are  broader  and  more  smooth ;  the 
greatest  change  is  the  building  of  summer 
homes  of  varied  architecture  on  all  the  roads 
that  radiate  east,  west  and  south,  and  the 
presence  in  the  harbour  of  yachts  and  sailboats 
galore.  The  timid  terrapin  still  lingers  in  the 
shallows,  raccoon  and  possum  and  fox  are 
not  extinct  and  if  the  bays  are  no  longer 
thronged  with  wild  duck,  the  woods  are  full 
of  birds  despite  the  lawless  pothunter.  Laur¬ 
elton  Hall  lies  well  away  from  the  village  in 
its  own  demesne,  quiet,  contemplative,  a  place 
for  dreams  and  the  working  out  of  dreams 
into  objective  reality. 

It  is  here  that  Mr.  Tiffany  is  testing 
this  new  idea  of  a  guest-house  for  young 
artists.  In  a  building  not  far  from  the  Hall 
there  is  a  gallery  of  modern  paintings  by  dif¬ 
ferent  hands ;  a  chapel  contains  an  altar  rich 
in  mosaics  and  windows  of  stained  glass. 
The  Hall  is  notable  for  many  things  beside  his 
collections  and  art  library.  Water  flowing  by 
open  channels  through  a  central  drawingroom 
on  the  ground  floor  supplies  a  fountain ;  it  is 
a  room  filled  with  growing  flowers.  Flowers 
abound  on  the  terrace  overlooking  Cold  Spring 
Harbour ;  windows  of  lustre  and  opalescent 
glass  from  the  glass  kilns  at  Corona  decorate 
the  reading  room  on  the  same  floor.  Else¬ 
where  one  finds  a  famous  collection  of  Japa¬ 
nese  swordguards  and  other  objects  that  speak 
for  the  arts  of  China  and  Byzantium,  India 
and  Persia.  It  is  an  old  house,  is  Laurelton 
Flail ;  it  has  grown  by  accretions  of  wings, 
terraces,  hot-houses,  porches ;  not  old  enough 
to  be  venerable,  yet  offering  evidence  of  hav¬ 
ing  been  the  home  of  a  family  and  only  en¬ 
larged  to  meet  the  needs  of  an  artist — and  in¬ 
cidentally  a  great  lover  of  flowers  and  a  col- 
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lector  of  objects  of  art.  From  the  Hall  as 
the  centre  it  is  but  a  short  walk  to  the  studios, 
the  picture  gallery,  the  chapel,  the  woods, 
the  water,  while  the  village,  or  call  it  the 
townlet  of  Oyster  Bay  is  fifteen  minutes  dis¬ 
tant  by,  automobile. 

So  far  there  has  been  little  or  no  employ¬ 
ment  of  the  model  in  the  studios  because  it 
was  found  that  the  schools  in  which  they  were 
trained  had  rather  overdone  this  feature  for 
the  students,  indeed  had  starved  them  of  na¬ 
ture  work  in  landscape,  the  painting  of  flow¬ 
ers,  the  decorative  treatment  of  natural  form 
The  sculptors  especially  have  found  here  an 
exceptional  place  for  working  out  decorative 
problems  from  nature  instead  of  following 
the  hackneyed  path  of  plaster  cast  and  body 
designs.  There  has  been  some  original  work 
dene  in  designs  for  jewelry,  a  jeweler  and 


silver  worker’s  shop  having  been  outfitted  for 
the  purpose. 

Saturday  afternoon  has  been  set  apart  for 
visitors  and  in  time  it  is  proposed  to  hold  in 
New  York  small  exhibits  of  the  work  done 
by  Foundation  scholars  whenever  this  prove? 
of  sufficient  artistic  worth. 

In  some  respects  Mr.  Tiffany’s  plan  is  the 
most  important  move  in  American  art  since 
the  formation  of  the  Society  of  American 
Artists,  now  merged  with  the  National  Acad¬ 
emy  of  Design.  The  American  Academy  at 
Rome  provides  scholarships  for  artists  to  re¬ 
side  abroad  while  this  plan  assists  them  in 
their  work  at  home.  Both  are  excellent  in 
their  several  ways  and  it  may  be  that  as  the 
Tiffany  Foundation  develops  the  home  plan 
will  prove  to  be  an  aid  rather  than  a  rival 
ffi  the  foreign. 
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Wilderness,  A  Journal  of  Quiet 
Adventure  in  Alaska  by  Rockwell 
Kent,  New  York.  Putnam's.  1920. 
Wilderness  is  an  intimate  account 
of  the  daily  life  of  the  artist  and  his  ten-year- 
old  son  who  went  up  to  Alaska  to  paint.  They 
lived  on  a  little  island  in  Resurrection  Bay 
about  thirteen  miles  from  Seward.  The  only 
other  inhabitant  of  the  island  was  an  old 
Alaska  pioneer  named  Olson,  a  very  lovable 
and  genuine  character  as  his  personality  is 
to  breed  for  their  skins.  He  found  the  artists, 
sketched  in  these  pages.  He  kept  a  few  goats 
and  a  pair  of  blue  foxes  which  he  was  trying 
father  and  son,  rowing  around  in  the  bay  look¬ 
ing  for  a  site  to  spend  the  winter,  and  forth¬ 
with  invited  them  to  his  island.  In  due  time 
they  were  comfortably  installed  in  a  made- 
over  goat  cabin  and  prepared  to  brave  the 
rigours  of  an  Alaska  winter. 

It  is  a  simple  story  that  is  told  in  these 
pages,  a  genuine  case  of  “plain  living  and  high 
thinking.”  Kent  tells  of  the  daily  chores  of 
cooking  and  chopping  v/ood,  of  the  books  he 
took  with  him  and  read,  of  the  drawings  and 
pictures  he  made;  he  tells  of  the  pets  the  little 
boy  had  among  the  animals,  magpies,  porcu¬ 
pines,  goats,  etc.,  of  his  bathing  and  romping 
they  made  on  the  island  and  the  bay.  Much 
about  in  the  snow,  and  of  the  exploring  trips 
is  made  of  Christmas  time  and  the  celebration 
is  described  in  great  detail.  Glimpses  are  given 
of  the  old  pioneer  Olson,  his  stories  of  adven¬ 
ture  are  retold,  extracts  from  his  diary  are 
given  in  their  own  quaint  spelling.  It  is  a 
chronicle  of  the  simple  life  free  from  the  com¬ 
plexities  and  multitudinous  distractions  of  city 
life.  It  therefore  has  all  the  charm  and  fresh¬ 
ness  that  simple  genuine  things  have  for  the 
tensely-keyed  city  dweller.  There  are  excit¬ 
ing  moments  in  the  narrative,  too,  such  as, 
for  example,  the  recital  of  how  a  storm  over¬ 
took  father  and  son  while  out  in  a  small  boat 
and  how  they  narrowly  escaped  disaster. 

Written  as  it  was  without  thought  of  publi¬ 
cation,  there  is  a  genuine  ring  to  it  and  as 
such  is  a  great  revelation  of  character,  both 
in  strength  and  in  weakness.  To  save  dupli¬ 
cation  in  letter  writing  Kent  would  jot  down 
the  daily  events  in  the  form  of  a  diary,  in¬ 
stallments  of  which  he  would  send  off  to 


circulate  among  his  family  and  intimate 
friends.  It  was  this  diary,  together  with  ex¬ 
tracts  from  other  letters,  that  formed  the  basis 
of  the  book.  Dorothy  Canfield  writes  an 
illuminating  introduction  to  the  whole. 

There  are  reproductions  of  about  45  of 
Kent’s  Alaska  drawings.  Among  the  most 
notable  may  be  mentioned  The  Hermit  Series, 
The  Pioneer’s  Life  Series,  North  Wind,  Snow 
Oueen,  Superman,  Unknozvn  Waters,  and 
Rain  Torrents.  Several  of  the  boy’s  draw¬ 
ings  are  also  reproduced,  imaginative  and 
beautiful  pictures  of  animals. 

An  extract  will  suffice  to  give  some  idea  of 
the  original  text: 

“Alaska  can  be  cold  1  Monday  broke  all 
records  for  the  winter.  Tuesday  made  that 
seem  balmy.  It  was  so  bitterly  cold  here  last 
night  in  our  ‘tight  little  cabin’  that  we  had  to 
laugh.  Until  ten  o’clock  when  I  went  to  bed 
the  large  stove  was  continuously  red  hot  and 
running  at  full  blast.  And  yet  by  then  the 
water  pails  were  frozen  two  inches  thick — but 
ten  feet  from  the  stove  and  open  water  at 
supper  time ;  my  fountain  pen  was  frozen  on 
the  table,  Rockwell  required  a  hot  water  bottle 
in  bed,  the  fox  food  was  solid  ice,  my  paste 
was  frozen,  and  that’s  all.  My  potatoes  and 
milk  I  had  stood  near  the  stove.  At  twelve 
o’clock  the  clock  stopped — starting  again  from 
the  warmth  of  breakfast  cooking.  I  put  the 
water  pail  at  night  behind  the  stove  close  to 
it,  and  yet  it  was  solid  in  the  morning.  We 
burn  an  unbelievable  amount  of  wood,  at  least 
a  cord  a  week  in  one  stove.  So  I  figure  we 
earn  a  dollar  a  day  cutting  wood.  We  felled 
another  tree  today  and  cut  most  of  it  up. 
Still  we  manage  to  gain  steadily  with  our 
wood  pile  always  in  anticipation  of  worse 
weather.  Last  night  at  sundown  the  bay 
appeared  indescribably  dramatic.  Dense  clouds 
of  vapour  were  rising  from  the  water  obscur¬ 
ing  all  but  a  few  peaks  of  the  mountain  and 
darkening  the  bay.  But  above,  the  sun  shone 
dazzlingly  on  the  peaks  and  through  the  thin¬ 
ner  vapour,  colouring  this  like  flames.  It  was 
as  if  a  terrible  fire  raged  over  the  bay.  This 
morning  for  hours  it  was  dark  from  clouds 
of  vapour.  They  swept  in  over  our  land  and 
coated  the  trees  of  the  shore  with  white 
frost.” 
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THE  sudden  passing  of  W.  H.  de  B.  Nelson,  for  -eight  years  the  Editor  of  the 
International  Studio,  cannot  but  come  as  a  shock  and  a  loss  to  the  wide  circle 
which  he  included  in  his  interest,  sympathy  and  friendship. 

Not  an  editor  of  the  business  type,  Mr.  Nelson  represented  that  older  and  now  more 
rare  type,  to  which  editing  was  an  intensely  personal  matter,  a  fabric  of  many  sympathies 
and  many  friendships.  He  had  a  very  definite  personality,  and  in  all  his  editorial  and 
critical  works,  he  reacted  warmly  to  the  personalities  of  those  with  whom  he  came  in  con¬ 
tact.  Himself  a  painter,  he  thought  and  wrote  in  terms  of  understanding,  colouring  his 
criticisms  with  kindly  satire  and  friendly  badinage. 

The  criticism  of  art  has  always  been  a  delicate  and  difficult  matter,  and  at  no  time 
more  than  at  present  has  been  noticeable  a  greater  scarcity  of  able  critics.  Combined  with 
his  knowledge  and  perception  of  the  trend  of  modern  art,  and  the  work  of  the  painters  of 
today,  Mr.  Nelson  was  gifted  with  a  happy  facility  for  writing  which  made  his  criticisms 
read  with  double  interest  and  pleasure. 

But  his  work  stands  where  all  may  read,  as  many  have  read,  and  it  is  rather  of  the 
man  himself  that  I  would  speak,  recalling  to  those  who  knew  him  an  ever-genial,  ever- 
interested  friend,  and  giving  to  those  who  did  not  know  him  some  little  human  pictures  of 
the  late  Editor  of  the  International  Studio. 

Extensive  travel,  some  years  in  British  diplomatic  work,  varied  experience,  a  love 
of  beautiful  things  made  him  a  conversationalist  of  unusual  interest — and  the  art  of  con¬ 
versation  is  fast  becoming  a  lost  art.  And  with  all  that  went  to  make  up  the  more  serious 
side  of  his  nature,  all  who  knew  him  will  remember  that  every  contact,  whether  in  the 
editorial  office,  at  a  lunch  table  in  Keene’s,  or  under  the  north  light  of  a  studio,  was  illu¬ 
mined  by  instantaneous  but  ever-recurrent  flashes  of  wit  and  humour. 

I  think,  somehow,  that  one  of  the  most  real  memories  of  Mr.  Nelson  that  I  would 
wish  to  record  is  a  memory  of  him  surrounded  by  friends.  To  say,  as  I  said  at  first,  that 
he  was  a  man  of  many  friendships  is  to  make  a  trite  observation — unless  I  add  that  it  was, 
in  this  case,  unusually  true.  One  remembers  him  always,  it  seems,  in  the  act  of  having 
just  left  one  friend  and  hurrying  to  join  another.  And  he  was  never  happier  than  when 
he  had  a  group  of  his  friends  all  together  at  a  time. 

At  the  time  of  writing  this,  many  of  Mr.  Nelson’s  most  esteemed  friends  chance  to 
be  in  Europe — Christian  Brinton,  Raymond  Wyer  and  Martin  Birnbaum — but  it  is  to  be 
hoped  that  these  and  many  who  are  nearer  at  hand  will  feel  impelled  to  write  a  few  words 
of  recollection  and  reminiscence  for  publication  in  the  next  issue  of  the  International 
Studio. 

Certainly  a  distinct  loss  will  be  felt  by  a  greater  number  of  painters  and  sculptors 
than  could  be  easily  enumerated. 

But  as  a  final  thought,  and  with  a  vivid  recollection  of  the  man  himself,  if  I  were  to 
write  of  the  extent  to  which  he,  from  his  own  point  of  view,  attained  his  objective,  a  very 
well-known,  but  abidingly  pleasant  quotation  would  come  into  my  mind : 

“From  life’s  earliest  beginning 
Out  to  the  undiscovered  ends — 

There’s  nothing  worth  the  wear  of  winning 
But  laughter  and  the  love  of  friends,” 

— and  I  would  feel  that  Mr.  Nelson  had,  in  full  measure,  won  these. 

Matlack  Price. 
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Sept.  28,  1920, 

N.  Y.  C. 

In  the  passing  on  of  W.  H.  de  B.  Nelson, 
whom  it  was  my  privilege  to  call  friend,  con¬ 
temporary  art  loses  one  of  its  most  devoted, 
sympathetic  and  profound  personalities. 

Himself  an  artist  of  unusual  technical  accom¬ 
plishment  in  his  chosen  medium,  yet  a  man  with 
that  rare  quality  to  see  and  recognize  merit 
wherever  found.  With  a  broad  vision  and  an 
open,  unbiased  mind  he  stood  a  Peer  among 
Editors. 

William  Gberhardt. 
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THE  LANDSCAPE  PAINTINGS  OF 
C.  M.  GERE  AND  H.  A.  PAYNE.  * 

FEW  weeks  ago  I  was  discussing  the 
work  of  C.  M.  Gere  and  H.  A. 
Payne  with  another  well-known  artist 
who  lives  among  the  Cotswold  Hills. 
“  Don’t  you  think,”  he  said,  “  that  there 
is  something  in  the  Cotswolds  that  gets 
hold  of  artists  and  powerfully  influences 
their  work  i  ”  He  went  on  to  name 
various  artists,  architects  and  craftsmen 
who  have  chosen  the  comparative  re¬ 
moteness  of  Gloucestershire  to  live  and 
work  in.  All  of  these,  he  said,  had 
come  to  work  in  something  the  same 
spirit :  it  is  a  deeply  poetic  spirit,  domi¬ 
nated  by  great  sincerity  in  technique 
and  reverence  for  tradition.  Without 
going  so  far  as  to  claim  the  actual  ex¬ 
istence  of  a  Cotswold  School,  in  the 
stylistic  sense,  he  declared  that  the  qualities 
these  men  have  in  common  are  in  the 
best  sense  conservative  and  English ; 
and  that,  if  a  vital  and  national  renaissance 
should  take  place  in  English  art  it  ought 
to  originate  in  Gloucestershire,  a  a 
Certainly,  when  allusion  is  made  to 


Mr.  Gere  or  Mr.  Payne,  they  are  now 
more  thought  of  in  relation  to  something 
known  as  the  “  Cotswold  ”  or  “  Stroud 
Valley  ”  group,  than  as  shining  lights  of 
the  Birmingham  School.  But  I  confess 
that  their  change  of  address  does  not 
appear  to  coincide  with  any  sharply- 
marked  development  in  their  style.  The 
fact  is  that  the  tradition  of  the  Birming¬ 
ham  School,  dominated  as  it  was  by  the 
powerful  personalities  of  Burne-Jones  and 
Morris,  was  the  most  healthy  and  national 
atmosphere  in  which  to  rear  English 
artists,  and  men  trained  in  that  way  found 
the  Cotsv/olds  the  most  congenial  atmo¬ 
sphere  to  work  in.  It  is  the  country  where 
the  finest  English  building  remains  to 
be  seen  in  almost  every  village,  recalling 
the  power  and  beauty  of  continuity  and 
tradition  in  work — a  country  where  it  is 
possible  for  an  artist  to  set  up  his  studio, 
as  Mr.  Payne  has  done,  in  a  very  sound 
little  piece  of  thirteenth  century  archi¬ 
tecture.  A  life  of  peace  and  sanity 
can  be  lived  in  the  Cotswolds,  un¬ 
disturbed  by  ephemeral  opinions  and 
“  movements.”  We  may  also  face  the 
dangers  of  it  :  no  doubt  such  a  life  may 


LXXI.  No.  284.-  October  1920 


“  THE  VENETIAN  PLAIN.”  WATER¬ 
COLOUR  BY  C.  M.  GERE 

43 


THE  LANDSCAPE  PAINTINGS  OF  C.  M.  GERE  AND  H.  A.  PAYNE 


isolate  from  what  is  good,  as  well  as  bad, 
in  the  artistic  life  of  our  time.  If  quite 
uninspired  by  the  special  enthusiasms  of 
his  own  age,  a  man's  work  may  become 
rather  retrograde  in  spirit  :  and  some 
modern  critics  would  probably  aver  that 
the  men  I  am  now  discussing  have 
actually  been  lured  into  a  backwater  of 
lotuses,  forsaking  the  real  stream  of  life. 
Some  qualities  of  their  figure  design  and 
composition  might  appear  to  support 
this  idea,  but  it  is  their  landscape  work 
which  discloses  the  truth  about  it.  0 
In  Mr.  Gere's  Varallo,  for  example, 
here  reproduced  in  colour,  the  feeling  of 
the  work  is  undoubtedly  modern  :  and 
yet  it  is  classical — that  is,  you  feel  no 
doubt  but  that  a  Venetian  painter  would 
have  agreed  as  to  its  harmony,  and  Claude 
would  have  appreciated  its  composition. 
Its  mood,  too,  is  rather  of  the  deep, 
eternal  kind  that  we  associate  with  classical 
works  of  painting.  But  you  would 
certainly  not  be  mistaken  as  to  its  date, 
you  would  only  be  unable  to  call  it 
Impressionist,  Post-Impressionist,  Cubist 


or  Futurist.  For  it  is  not,  like  so  many 
modern  works,  an  experiment  in  technique 
— brilliant,  or  extraordinary,  or  even 
desperate  as  these  often  are.  Such  works 
have  generally  not  much  value  beyond 
the  experimental — which  means  that  they 
are  ephemeral.  But,  experiments  apart, 
the  real  achievement  of  the  artist,  modern 
or  otherwise,  is  to  represent  things  which 
are  neither  ancient,  modern  nor  future  but 
eternal,  and  in  the  spirit  of  beauty,  which 
is  something  more  eternal  still.  And, 
oddly  enough,  when  he  succeeds,  his 
success  is  always  quietly  but  unmistak¬ 
ably  modern :  which  is  the  case  with 
Mr.  Gere's  landscape  paintings.  0  0 

This  painter’s  landscapes  impress  one 
chiefly,  at  first,  by  their  power  of  design. 
The  shapes  of  things  seen  are  serene, 
balanced,  harmonious,  and  the  tone  and 
colour  always  falls  naturally  into  a  definite 
and  simple  scheme — a  feature  very  notice¬ 
able  in  A  Cotswold  Quarry  (below)  a 
subject  of  storm-cloud  and  sunlight  which 
might  almost  be  called  “  Variations  upon 
four  colours."  But  these  paintings  owe 


"  A  COTSWOLD  QUARRY  ” 
BY  C.  M.  GERE 
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their  existence  to  the  sincerest  outdoor 
study,  and  you  can  see  that  they  are  full 
of  first-hand  observation  of  Nature.  In¬ 
deed,  the  opposite  qualities  of  true 
representation  and  original  creation  are 
so  well  balanced  in  Mr.  Gere’s  work  that 
its  existence  is  specially  good  in  these 
days,  when  some  theorists  assert  that 
likeness  to  Nature  is  a  purely  accidental 
and  unnecessary  quality  of  art,  nearly 
exasperating  others  into  a  declaration  of 
Realism  as  the  whole  mission  of  painting, 
Mr.  Gere's  training  was  of  the  sort 
that  might  well  develop  this  quality  of 
balance  between  Nature  and  design.  In 
his  Birmingham  days  he  worked  personally 
for  William  Morris,  subordinating  his 
representative  skill  to  the  just  re-discovered 
and  delightful  traditions  of  decorative 
art,  and  also  to  the  exacting  and  limiting 
technique  of  the  wood  engraver.  At 
this  time,  also,  he  did  some  painting  of 
a  Ruskinian  elaboration  and  detailed 
finish.  And  much  of  this  still  went  on 


when  he  had  begun  his  painting  tours  in 
Italy,  revelling  in  mountains  and  clouds, 
and  in  untrammelled  and  autonomous 
expression  of  them.  But  the  love  of  a 
severe  and  sound  technique  is  ingrained 
in  a  man  :  its  happiest  result  with  Mr. 
Gere  has  been  to  set  him  to  work  with 
tempera,  in  which  he  does  so  well  that 
one  would  not  be  sorry  to  see  him  devote 
himself  chiefly  to  it.  In  several  mediums 
Mr.  Gere  has  shown  his  power  over 
material.  The  Venetian  Plain ,  for  ex¬ 
ample  (p.  43),  is  most  typical  of  the 
aptitude  of  water-colour  for  the  most 
transparent  and  limpid  effects :  although 
elsewhere  other  kinds  of  subjects  have 
made  him  use  water-colour  in  a  very 
different  manner,  which  is  also  able  and 
forcible.  a  a  a  a  0 

Although  Mr.  Payne  has  been  trained 
in  very  much  the  same  spheres  of  influence 
as  Mr.  Gere,  he  has  worked  much  more  at 
handicrafts,  and  is,  professionally  speaking, 
more  of  a  craftsman  than  a  painter  per  se. 
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His  longest  travels  were  made  to  study 
stained  glass  and  not  to  paint  landscapes  ; 
and,  indeed,  his  landscape  painting  has 
mostly  been  done  within  easy  reach  of  his 
own  house  and  garden,  if  not  actually 
within  the  latter.  And  there  is  a  rather 
striking  difference  observable  between  his 
two  ways  of  work.  His  decorative  work, 
such  as  stained  glass  and  mural  painting, 
is  truly  in  the  Morris  manner,  and  almost 
hieratically  designed,  deeply  imbued  with 
the  traditions  :  while  his  landscapes — per- 
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haps  the  more  recent  ones  especially — are 
done  in  a  holiday  spirit,  are  pure  in  their 
enjoyment  of  Nature,  so  that  their  com¬ 
position  seems  to  be  almost  entirely  un¬ 
conscious.  It  happens  that  two  of  the 
present  illustrations — Owlpen  and  the 
Ruined  House  (p.  47) — do  not  support  this 
statement  very  well,  for  they  are  still  rather 
decorative  in  spirit ;  but  Evening  (p.  48) 
and  Morning  Light  (p.  49)  are  much  more 
typical  of  the  sort  of  water-colours  that 
Mr.  Payne  paints  about  Amberley  when- 
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ever  he  can  find  the  time.  They  are  very 
tender  and  sensitive  in  colouring,  and  the 
drawing  can  best  be  called  affectionate,  for 
they  are  essentially  the  works,  not  of 
ambition,  but  of  pure  affection.  Perhaps 
it  is  not  uncommon  that,  in  the  hours  of 
his  relaxation,  something  comes  out  of  a 
man  which  he  feels  to  be  better  than  his 
greatest  efforts  or  his  most  coveted  com¬ 
missions.  Some  of  the  beauties  of  these 
little  landscapes  are  hardly  reproducible  : 
they  are  of  the  greatest  delicacy.  0  0 

I  think,  personally,  that  Mr.  Payne  has 
done  stained  glass  equal  to  almost  any  in 
modern  times  ;  but,  when  I  was  looking 
at  some  cartoons  of  previous  work  of  this 
kind,  he  pointed  to  the  top  of  one  of  the 
drawings,  where  a  glimpse  of  landscape 
was  designed  to  show  above  the  aureoled 
heads  of  the  saints.  That,  he  thought,  was 
the  best  thing  he  had  ever  done  in  glass, 
that  little  vista  of  trees  and  hills.  Such  a 
confession  comes  from  the  heart,  and  is  of 
more  authority  than  any  criticism.  It 
indicates  the  inspiration  of  landscape,  I 
believe,  to  artists  not  specially  painters  of 
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it.  It  occurs  to  a  man,  while  finishing  his 
altar-piece,  how  much  rather  he  would  be 
out  watching  the  colours  of  the  sky  or  the 
shadows  of  the  trees,  making  little  pictures 
of  them  to  please  no  one  but  himself  :  and 
yet  it  is  chiefly  that  rarely  gratified  desire 
that  makes  him  an  artist,  and  the  altar- 
piece  what  it  is.  0  0  0  0 

That  is  as  it  may  be  :  but  certainly  Mr. 
Payne's  landscape  studies  are  the  genuine 
expressions  of  a  lover,  unpremeditated  and 
direct.  I  have  dwelt  upon  this  one  charac¬ 
teristic  of  his  art  because  we  are  only  dis¬ 
cussing  landscape  work  at  the  moment, 
and  this  is  how  it  appealed  to  me.  There 
are  other  valuable  qualities  in  it,  some  of 
which  may  be  seen  by  simply  looking  at 
these  reproductions.  For  the  artists  who 
paint  in  the  Cotswolds  do  not  require  a 
special  school  of  criticism  to  interpret  their 
work,  and  their  common  spirit,  which  Mr. 
Payne  so  simply  expresses,  is  an  easily 
comprehensible  one — the  love  of  a  lovely 
country  of  green  hills  and  stone  buildings, 
brooded  over  by  a  sense  of  ancient  pros¬ 
perity  and  greatness.  Philippe  Mairet. 
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THE  CENTRAL  SCHOOL  OF  ARTS 
AND  CRAFTS.  0000 

WENTY  -  FIVE  years  ago  the 
Technical  Education  Board  of  the 
London  County  Council  planned  its  first 
school  of  arts  and  crafts,  which  was 
opened  at  a  house  in  Regent  Street, 
nearly  opposite  the  Polytechnic,  in 
November,  1896.  Professor  Lethaby 
and  Mr.  (now  Sir  George)  Frampton 
were  its  original  directors,  and  for  more 
than  ten  years  useful  work  was  done  in 
Regent  Street,  despite  cramped  quarters 
and  imperfect  equipment.  It  was  not 
until  1908  that  the  construction  was 
finished  of  a  school  worthy  of  the  greatest 
city  in  the  world,  and  towards  the  close 


of  that  year  the  London  County  Council 
established  its  classes  for  crafts  and 
design  in  the  vast  building  of  grey  stone 
that  dominates  the  Holborn  end  of 
Southampton  Row.  How  vast  that 
building  is  no  one  realises  until  he  has 
been  through  it,  from  the  spacious  lecture 
hall  on  the  ground  floor  to  the  light  and 
airy  studios  on  the  fifth,  a  0  a 
Although  on  every  floor  there  are  large 
classrooms,  studios  and  workshops,  the 
space  is  still  none  too  great  for  the  army 
of  pupils  they  attract,  for  in  the  eight  years 
that  have  elapsed  since  Mr.  F.  V.  Burridge 
left  the  Liverpool  School  of  Art  to  take 
the  post  of  Principal  here  the  London 
County  Council  Central  School  of  Art 
has  become  the  largest  institution  of  its 
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kind  in  the  Kingdom,  and  the  names  of 
about  two  thousand  students  are  on  its 
books.  Since  its  foundation  other  crafts 
schools  have  been  established  by  the 
Council,  and  these  also  have  made  ex¬ 
cellent  progress.  But  last  year,  reverting 
to  what  was  always  the  original  intention, 
the  Council  decided  that  the  school  in 
Southampton  Row  should  be  its  Central 
School  in  the  highest  sense,  and  that  it 
should  be  provided  with  ample  facilities 
for  the  most  advanced  practice  in  silver¬ 
smiths'  work  and  its  allied  crafts  ;  textiles  ; 
stained  glass  and  mosaic  ;  painted,  sculp¬ 
tured  and  architectural  decoration  ;  book 
production  ;  furniture  ;  dress  design  ; 
and  engraving.  The  necessary  auxiliary 
instruction  is  also  provided  in  architecture 
and  building  crafts,  and  in  drawing  and 
painting.  00000 
In  its  present  development  the  Central 
School  is  really  a  group  of  schools  con¬ 
gregated  under  one  roof,  each  conducted 
independently  but  working  in  co¬ 
ordination  with  the  rest,  and  all  directed 
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by  the  Principal.  It  may  be  compared 
in  some  respects  with  a  University,  and 
in  this  connection  it  is  interesting  to 
know  that  the  Council  has  lately  decided 
to  empower  its  Central  School  to  grant 
diplomas  for  craftsmanship.  The  award 
of  its  diploma  will  demand  a  high  standard 
of  achievement  in  the  craft  practised, 
and  will  probably  be  based  on  examination 
and  on  the  production  of  an  original 
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piece  of  work.  The  work  will  not  be 
done  in  the  school,  for  diplomas  will  only 
be  given  to  men  whose  training  has  been 
completed,  and  not  until  they  have  been 
practising  their  crafts  independently  for 
at  least  two  years.  0000 
The  Central  School  is  at  the  head  of 
those  belonging  to  the  London  County 
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Council  as  the  Royal  College  of  Art  is 
at  the  head  of  the  Board  of  Education 
Schools ;  but  the  Central  School  does  not, 
like  the  Royal  College,  undertake  the 
training  of  teachers.  It  is  essentially  a 
school  of  production  in  which  the  pupils 
are  taught  to  make  things,  and  where 
they  can  practise  in  exceptionally  favour¬ 
able  conditions  and  under  the  direction 
of  experts,  the  crafts  by  which  they  hope 
to  earn  their  livings  later  on.  Naturally 
it  is,  and  must  be,  principally  a  school 
for  professionals,  and  in  its  earlier  days  at 
Regent  Street  the  amateur,  if  not  entirely 
shut  out,  was  certainly  not  welcomed. 
Mr.  Burridge  takes  a  broader  view. 
He  recognises  the  stimulus  the  crafts 
have  received  in  modern  times  through 
men  like  William  Morris  and  Mr.  Cobden 
Sanderson,  who  began  as  amateurs,  and 
declines  to  exclude  others  who  hope  to 
follow  in  their  footsteps.  He  thinks 
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that  it  is  in  many  ways  a  good  thing, 
both  for  the  craftsman  and  the  amateur, 
that  they  should  work  side  by  side  at 
the  bench.  Therefore  he  admits  the 
amateur,  if — but  only  if — he  is  capable 
and  keen.  The  same  qualifications  are 
demanded  of  every  candidate  for  ad¬ 
mission,  and  numbers  are  rejected  on 
the  ground  of  insufficient  preliminary 
training.  These  splendidly  equipped 
workshops  are  not  for  beginners  (except 
in  the  case  of  the  boys  who  work  in  the 
day  technical  schools)  but  for  those  who 
have  already  mastered  the  elements  and 
come  to  Southampton  Row  to  increase 
their  knowledge.  Over  and  over  again 
the  Principal  has  to  tell  prospective 
students  that  the  specimens  they  bring 
him  are  not  good  enough,  and  to  advise 
them  to  go  back  to  the  schools  in  which 
they  have  been  working  and  come  to 
him  again  in  six  months’  or  a  year’s  time. 

And  for  the  students  who  are  admitted 
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there  must  be  no  slackening  of  effort. 
The  object  of  the  Principal  and  the 
instructors  in  all  the  crafts  is  to  bring 
out  the  latent  qualities  of  their  pupils, 
and  if  the  pupils  show  signs  of  incapacity 
to  develop,  or  lack  of  interest  in  their 
work,  they  may  find  that  the  Central 
School  has  no  further  use  for  them. 
Mr.  Burridge  has  the  power  of  selection, 
and  he  would  like,  if  it  were  possible, 
to  control  the  leaving  of  the  pupils  as 
well  as  their  admission  ;  to  forbid  them 
to  apply  for  posts  as  craftsmen  until  he 
was  sure  that  they  were  properly  trained. 

This  desire  must  be  common  to  every 
conscientious  teacher  of  crafts,  for  it  is 
injurious  to  the  reputation  of  training 
classes  generally  for  an  immature  student 
to  apply  for  an  engagement  on  the  strength 
of  crude  designs  and  imperfect  specimens 
of  workmanship.  The  manufacturer, 
when  he  looks  at  them  and  hears  that 
their  author  is  the  product  of  some  well- 
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known  crafts  school,  is  apt  to  regard  the 
work  before  him  as  typical,  and  to  con¬ 
demn  unjustly  alike  the  institution  and 
the  system.  a  a  0  a  0 
In  the  case  of  the  boys  of  thirteen  or 
fourteen  who  join  the  day  technical 
schools  in  silversmiths'  and  jewellers’ 
work,  or  in  book  production,  there  is  an 
understanding  that  they  shall  remain  in 
the  school  until  they  are  about  sixteen. 
Their  courses  of  instruction  cover  a 
period  of  about  three  years,  and  include 
not  only  technical  training  but  the  im¬ 
provement  of  their  general  education, 
which  is  under  the  direction  of  specially 
appointed  teachers.  They  all  seem  happy 
and  busy  enough  at  Southampton  Row, 
and  they  should  be,  for  everything  is 


done  to  make  their  work  attractive.  At 
the  end  of  their  courses  they  are  ap¬ 
prenticed  to  firms  of  recognised  standing, 
and  the  time  spent  in  the  school  is  counted 
as  two  years  of  their  period  of  apprentice¬ 
ship.  This  is  a  valuable  feature  of  the 
work  of  the  Central  School,  and  its 
usefulness  is  recognized  by  the  employers 
and  the  trade  unions,  who  are  directly 
represented  in  the  Consultative  Com¬ 
mittees  that  advise  and  assist  the  Council. 
Among  other  things  the  boys  issue  a 
magazine,  for  the  writing  and  printing 
of  which  they  are  entirely  responsible, 
as  well  as  for  the  woodcuts  that  form  the 
illustrations.  00000 
On  the  first  floor  is  the  school  of  silver¬ 
smiths'  work  and  the  allied  crafts,  directed 
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by  Mr.  W.  Augustus  Steward.  The 
allied  crafts  taught  here  include  jewellery, 
diamond  mounting,  die-sinking,  metal 
seal-engraving,  decorative  metal  work, 
enamelling,  bronze  and  other  metal  cast¬ 
ing,  and  electrotyping.  The  book  pro¬ 
duction  school  is  on  the  second  floor, 
and  includes  a  complete  printing  equip¬ 
ment  ;  and  classes  for  writing,  lettering 
and  illumination,  etching,  line  engraving 
and  mezzotint,  wood  engraving,  music 
engraving  and  lithography ;  as  well  as 
everything  connected  with  bookbinding. 
The  third  floor  is  almost  monopolized 
by  the  school  of  furniture,  in  which 
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excellent  work  shown  is  produced  by 
the  pupils  of  Mr.  Charles  Spooner  and 
his  colleagues.  The  furniture  shop  is 
one  of  the  largest  in  the  building.  Adjoin¬ 
ing  it  are  rooms  for  upholstery  and 
furniture  designing,  a  studio  for  general 
drawing,  and  a  woodcarving  school.  0 
On  the  fourth  floor  is  a  large  studio 
for  general  modelling  ;  rooms  for  modell¬ 
ing  from  the  life,  both  for  men  and  women 
students  ;  the  book  illustration  class  under 
Mr.  Noel  Rooke ;  and  a  stone  carving 
studio.  000000 
There  are  no  passenger  lifts  at  present 
at  the  Central  School,  but  the  ascent  by 
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numerous  stairs  to  the  topmost  height 
is  worth  making  apart  from  the  prospect 
of  examining  the  studios  and  workshops 
on  the  fifth  floor,  for  the  great  building 
in  Southampton  Row  towers  above  the 
neighbouring  houses,  and  from  its  summit 
is  to  be  obtained  a  marvellous  view  of 
London  and  the  country  round  it  for 
many  miles,  spread  out  like  a  map.  Here, 


out  of  the  din,  is  the  stained-glass  studio 
where  the  pupils  of  Mr.  Karl  Parsons 
and  Mr.  A.  J.  Drury  are  taught  to  do 
everything  with  window  glass  except 
actually  to  make  it.  Here,  too,  is  the 
school  of  textiles  and  costume,  where, 
within  the  last  year  or  two,  looms  have 
been  set  up,  and  the  swiftly  moving 
fingers  of  men  and  women  can  be  seen 
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evangelists’  emblems  (4) 
IN  COPPER,  CLOISONNE, 
BY  A.  N.  KIRK  ;  TWO  CIRCULAR 
PLAQUES,  PAINTED  ENAMEL, 
BY  KATHLEEN  DRUMMOND ; 
PIERCED  METAL  BROOCH 
BY  A.  C:  ROBERTON 


PECTORAL  CROSS,  SILVER, 
CLOISONNE,  BY  WINIFRED 
WHITESIDE;  KNIGHT  PANEL, 
SILVER,  CLOISONNE,  BY  A.  N. 
KIRK  ;  THREE  HERALDIC 
SHIELDS,  BY  DAY  TECHNICAL 
PUPILS 


EXAMPLES  OF  WORK  BY 
STUDENTS  IN  THE  DEPART¬ 
MENT  OF  SILVERSMITHING 
AND  JEWELLERY,  LONDON 
COUNTY  COUNCIL  CENTRAL 
SCHOOL  OF  ARTS  AND 
CRAFTS 


translating  designs  sketched  on  paper 
into  colour  and  rich  fabric.  0  0 

Some  of  the  weavers  are  disabled  ex- 
service  men,  numbers  of  whom  are  just 
now  at  the  Central  School  learning 
different  crafts,  and  in  most  cases  making 
excellent  progress.  Many  of  them,  in 
fact,  have  finished  their  training  and 
have  obtained  permanent  employment 
in  the  trades  they  took  up.  Examples 
of  the  work  done  by  these  men,  in  furniture 
jewellery  and  weaving,  were  shown  at 
the  recent  school  exhibition,  and  were 
tributes  alike  to  their  intelligence  and 
industry  and  to  the  care  and  skill  of  their 
teachers.  The  classes  for  training  them 
were  organized  in  conjunction  with  the 
Ministry  of  Labour  and  the  London 
War  Pensions  Committee.  Their  in¬ 
struction  in  silversmiths'  and  jewellers' 
work  is  undertaken  by  Mr.  W.  A. 
Steward,  Mr.  G.  H.  Lovering  and  Mr. 
F.  F.  Henes  ;  in  cabinet  making  by  Mr. 
C.  Spooner,  Mr.  E.  P,  Stokes  and  Mr. 
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A.  T.  Payne  ;  and  in  tapestry  and  rug 
weaving  by  Mr.  Luther  Hooper  and 
Mr.  W.  Taylor.  0  0  0  0 

Such  studies  as  drawing,  painting  and 
modelling  from  the  life  are  of  course 
secondary  to  the  main  intention  of  the 
Central  School,  which  is  to  preserve  the 
ancient  traditions  of  British  handicrafts, 
while  furthering  their  modern  develop¬ 
ment  in  design  and  execution.  But  if 
secondary  they  are  essential  to  the  ad¬ 
vanced  student  of  design,  and  it  is 
satisfactory  to  see  from  the  exhibited 
works  that  the  standard  here  of  drawing 
from  the  life  is  as  high  as  it  is  in  crafts¬ 
manship.  An  interesting  essay  by  two 
of  the  students  in  the  life  class,  Miss 
Jackson  and  Miss  Haythorne,  is  in  pro¬ 
gress  at  the  top  of  the  principal  staircase, 
a  wall  painting  in  fresco  of  a  London 
street  scene,  gay  and  bright  in  colour, 
and  treated  throughout  with  attractive 
simplicity.  00000 
William  T.  Whitley. 
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"UNIVERSITY  COLLEGE,  OXFORD” 
DRAWN  BY  EDMUND  H.  NEW 


MR.  EDMUND  H.  NEW’S  “  LOG- 
GAN  ”  DRAWINGS.  000 

THE  only  possible  way  to  depict  masses 
of  buildings  grouped  on  quadrangular 
plan  is  to  adopt  the  convention  of  the 
bird’s-eye  view.  The  latter,  under  the 
name  of  “  prospect,”  was  the  mode  of 
representation  invariably  used  by  David 
Loggan  in  his  celebrated  series  of  prints  of 
Oxford  and  Cambridge.  The  original 
“  Oxonia  Illustrata  ”  of  Loggan  was  pro¬ 
duced  in  1673-5,  and  a  similar  but  very 
inferior  series  followed  by  William  Williams 
in  1726-33.  Williams  was  thoroughly  in¬ 
fected  by  the  pseudo-classical  instincts  of 
his  time — so  much  so  that  in  two  cases, 
those  of  Magdalen  and  Brasenose  Colleges, 
he  represented  the  buildings,  not  as  they 
were,  but  as  he  would  have  preferred  them 
to  be.  His  drawings  generally  are  hard 


and  unsympathetic,  but  they  have  a  cer¬ 
tain  value  as  records  of  the  changes  that 
had  taken  place  in  the  buildings  be¬ 
tween  Loggan’s  time  and  his  (Williams’) 
own.  000000 
At  the  present  day  the  “  prospect  ” 
method  is  being  revived  with  singular 
success  by  Mr.  E.  H.  New  in  his  New 
Loggan  series  of  Oxford  Colleges  and 
other  views  ;  though  he  does  not  always 
take  the  same  point  of  view  as  was  taken 
by  his  predecessors  above-named.  The 
first  drawings  of  the  series  were  reviewed 
in  The  Studio  for  February  1915  ;  the 
more  recent  additions  to  the  series  com¬ 
prise  views  of  Exeter,  Queen’s,  University 
and  Oriel  Colleges  and  Christ  Church.  It 
is  quite  remarkable  how  much  detail  Mr. 
New  manages  to  introduce  into  his  draw¬ 
ings  without  in  any  degree  sacrificing  the 
effect  of  breadth  and  spaciousness  in  the 
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“  queen’s  college,  oxford  ” 

DRAWN  BY  EDMUND  H.  NEW 


whole  composition.  If  one  has  a  fault  to 
find  with  these  beautiful  drawings  it  is  that 
they  are  too  uniformly  pleasing,  so  that 
unless  one  is  personally  acquainted  with 
the  actual  buildings  depicted,  and  with 
their  respective  dates,  one  might  easily 
mistake  modern  and  unworthy  accretions 
for  genuine  antiquities.  To  say  this,  how¬ 
ever,  is  to  pay  the  highest  tribute  that 
could  be  paid  to  Mr.  New’s  claims  as  an 
artist,  a  a  0  a  a  0 
And  now  to  come  to  details.  Mr.  New’s 
view  of  Exeter  College  (not  here  repro¬ 
duced)  is  taken  from  the  west,  as  were 
both  Loggan’s  and  Williams’s.  Williams, 
however,  stands,  as  it  were,  looking 
within  the  quadrangle  only,  omitting 
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altogether  the  western  range.  The  latter 
was  refaced  by  Underwood  in  1834. 
Mr.  New  gives  an  inset  of  Sir  Gilbert 
Scott’s  chapel  from  the  south.  The  draw¬ 
ing,  as  compared  with  David  Loggan’s, 
shows  how  little  of  the  original  work 
remains  visible,  the  college  having  virtually 
been  remodelled  by  Scott  between  1854 
and  i860.  00000 

University  College  is  viewed  from  the 
north,  but  has  been  much  extended  since 
David  Loggan's  time.  The  first  addition 
since  then,  begun  in  1716  through  the 
munificence  of  Dr.  Radcliffe,  is  of  course 
illustrated  in  Mr.  New's  drawing,  as  are 
the  later  extensions  to  east  and  v/est, 
including  the  incongruous  dome,  erected 
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“  ORIEL  COLLEGE,  OXFORD  ” 
DRAWN  BY  EDMUND 
HORT  NEW 


in  recent  years  to  enshrine  the  nude  statue 
of  Shelley.  a  a  a  0  0 

Queen's  College, wholly  rebuilt  since  Log- 
gan's  time,  is  shown  from  a  totally  different 
aspect,  the  principal  buildings  of  the  exist¬ 
ing  college  facing  south  instead  of  east.  0 
In  respect  of  the  view  of  Oriel  College, 
the  u  Oriel  Record  ”  for  March  1920 
remarks  :  “  We  regret  that  Mr.  New  has 
been  beguiled  into  giving  currency  to  a 
historical  error  in  ascribing  the  foundation 
of  the  college  to  Adam  de  Brome."  The 
college  regards  Edward  II  as  founder  ;  a 
claim  to  which  the  facts  that  the  sovereign 
for  the  time  being  is  Visitor,  and  that  the 
college  arms  are  the  royal  arms,  the  three 
leopards,  only  differenced  within  a  bordure, 
certainly  give  warrant.  Mr.  New's  view, 
taken  from  the  steeple  of  St.  Mary's 
Church,  necessarily  gives  great  prominence 
to  the  Cecil  Rhodes  frontage  upon  High 
Street  as  the  northern  extremity  of  the 
college.  00000 
Mr.  New's  prospect  of  Christ  Church  is 
taken,  like  Loggan's  in  1673,  from  the 
west,  but  shows,  of  course,  the  later  addi¬ 
tions,  viz.  Wren's  superstructure  with  its 
cupolas  over  the  main  gateway,  the  modern 
Meadow  buildings,  built  under  John  Rus- 
kin's  Venetian-Gothic  influence,  and  Bod- 
ley's  handsome  tower  over  the  hall  stair¬ 
case.  000000 
Lastly,  Mr.  New  has  produced  a  splendid 
panorama  of  the  City  and  Port  of  London, 
so  large  that  it  has  to  be  printed  on  two 
sheets,  the  range  of  view  stretching  from 
the  Temple  on  the  west,  or  left,  to  the 
Tower  Bridge  on  the  east.  Having  the  top 
of  the  tower  of  St.  Mary  Overie,  now  called 
St.  Saviour's,  Southwark,  in  the  fore¬ 
ground,  the  drawing  includes  five,  or  parts 
of  five,  bridges.  In  this  connexion  it  is 
interesting  to  recall  that,  until  the  eigh¬ 
teenth  century,  London  Bridge  was  the 
only  bridge  to  span  the  Thames  below 
Kingston,  a  fact  which  immensely  enhanced 
the  importance  of  London  Bridge  itself. 
The  latter — old  London  Bridge,  that  is — 
figures  conspicuously  in  the  views  respec¬ 
tively  by  Wijngaerde  (c.  1550),  Visscher 
(1616),  and  Wenceslas  Hollar  (1647),  with 
which  the  present  view  deserves  to  be 
compared,  as  also  indeed  it  is  well  worthy 
to  be  accorded  a  place.  000 
Aymer  Vallance 
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(From  our  own  Correspondents 

LONDON. — We  reproduce  on  this  page 
an  attractive  example  of  illuminated 
lettering  by  Mr.  Ernest  F.  Beckett,  an  ac¬ 
complished  practitioner  in  this  branch  of 
art.  000000 
The  recent  exhibition  of  British  Art, 
1830-1850,  at  the  Whitechapel  Art  Gallery, 
was  unfortunately  marred  by  the  sudden 
illness  and  death  of  Mr.  C.  Campbell  Ross, 
who  had  been  associated  with  this  institu¬ 
tion  almost  from  its  beginning  nineteen 
years  ago,  and  since  the  death  of  Mr.  H. 
E.  Teed  on  the  field  of  battle  in  1917  had 
been  in  sole  charge  of  it.  Mr.  Ross  was 
over  seventy  years  of  age  and  his  sudden 
demise  appears  to  have  been  in  some 
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measure  due  to  the  strain  which  the  or¬ 
ganization  of  the  last  exhibition  entailed 
upon  him.  To  a  representative  of  this 
magazine  who  had  a  talk  with  him  at  the 
gallery  soon  after  the  opening  of  the  ex¬ 
hibition  and  a  day  or  two  before  he  was 
taken  ill,  he  spoke  of  the  difficulties  he 
had  had  to  contend  with  in  arranging  it, 
and  it  was  clear  that  in  his  efforts  to  make 
the  show  as  successful  as  possible  he  had 
not  spared  himself,  though  with  his 
habitual  cheerfulness  he  was,  as  always, 
loth  to  complain.  0000 
From  Edinburgh  about  the  same  time 
came  the  news  of  the  death  of  Mr.  C.  H. 
Mackie,  member  of  the  Royal  Scottish 
Academy,  chiefly  noted  for  a  remarkable 
series  of  Italian  landscapes  painted  by 
him  in  recent  years.  In  these  as  in  all  his 
work,  which  besides  painting,  included 
numerous  interesting  experiments  in  wood¬ 
block  printing,  colour  is  the  distinguishing 
trait.  An  example  of  his  landscape  paint¬ 
ing  was  reproduced  by  us  in  colour  some 
four  years  ago.  0000 
At  the  Dorien  Leigh  Galleries  in  Bru¬ 
ton  Street  an  exhibition  is  being  held  this 
month  of  modern  woodcuts  in  colour  and 
monochrome.  The  exhibits  include  the 
four  prints  by  Mr.  Seewald,  Mr.  Gold- 
schrnit,  and  Mr.  C.  Thiemann  respec¬ 
tively,  of  which  reproductions  are  given 
on  this  and  the  following  pages.  0  0 

A  portion  of  the  National  Gallery  of 
British  Art  at  Millbank,  popularly  known 
as  the  Tate  Gallery,  was  reopened  to  the 
public  in  July,  and  the  improvements 
effected  both  in  the  arrangement  of 
ihe  exhibits  and  in  the  decoration  of 
the  rooms,  have  been  received  with 
general  favour,  though  strong  criticism 
has  been  passed  on  the  removal  from  the 
National  Gallery  in  Trafalgar  Square  of 
certain  works  by  early  English  masters, 
Hogarth  and  Reynolds  more  particularly, 
on  the  ground  that  their  transfer  greatly 
detracts  from  the  prestige  of  the  British 
Collection  at  the  premier  institution. 
However,  we  are  all  truly  thankful  to  see 
the  “  Tate  '  once  more  accessible,  and 
when  the  remaining  rooms  are  surren¬ 
dered  by  the  Government  and  restored  to 
their  proper  function,  the  Gallery  with  its 
treasures  carefully  selected  and  unbur¬ 
dened  of  much  of  the  more  trivial  work 
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which  has  found  its  way  there,  will  be  a 
truly  worthy  monument  of  British  Art. 

Mrs.  Stabler's  garden  figure,  The  Young 
Mother,  reproduced  on  page  73,  shows  that 
concrete  is  capable  of  being  put  to  other 
than  purely  utilitarian  uses,  and  one  ad¬ 
vantage  it  possesses  for  outdoor  sculpture 
is  its  durability.  0000 
Miss  Doris  Stacey  whose  etching,  Study 
of  an  Old  Woman,  reproduced  on  page  74, 
won  for  her  a  British  Institute  Scholarship, 
shows  a  remarkable  aptitude  for  character 
studies  of  this  kind.  She  was  until  re¬ 
cently  a  student  in  the  etching  c’ass  at  the 
Goldsmiths"  College  School  of  Art  under 
Mr.  F.  Marriott,  the  Headmaster.  0 
The  models  of  which  we  give  illustra¬ 
tions  on  page  75  have  this  merit — that 
they  are  des'gned  not  to  be  looked  at 
merely,  but  to  be  handled,  and  they  are  so 
well  made  that  in  the  absence  of  any 
serious  catastrophe  they  are  likely  to  be 
still  in  going  order  long  after  their  bright 
colours  have  faded  or  worn  off.  The 
manufacturers,  Sabulite  (Great  Britain) 
Ltd.  of  Ware,  rightly  describe  them  as 
“  working  ”  models  and  the  proper  pro- 
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PRINT  BY  C.  THIEMANN. 
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"THE  YOUNG  MOTHER” 
CONCRETE  GARDEN  FIGURE 
BY  PHOEBE  STABLER 


“STUDY  OF  AN  OLD  WOMAN” 
FROM  AN  ETCHING  BY 
DORIS  STACEY 
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PAINTED  WOOD  MODELS 
BY  SABULITE,  LTD. 


portions  are  maintained  throughout.  This 
firm.,  whose  main  business  is  the  manu¬ 
facture  of  explosives,  had  a  good  show  of 
these  models  at  the  last  British  Industries 
Fair  and  their  enterprise  in  taking  up 
this  kind  of  production  is  to  be  com¬ 
mended.  0000a 


PARIS. — The  salons  of  1920 — the  first 
real  salons  since  1914 — were  far 
from  exciting  the  curiosity  with  which 
these  springtime  manifestations  were  wont 
to  be  followed  in  the  years  before  the  war. 
It  seems  evident  that  the  public  at  large 
is  becoming  more  and  more  disinterested 
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“LA  POYAROSSE,  A  ST.-PAUL-DE-VARAX 
(AIN).”  BY  LOUIS  JOURDAN 

(Societe  des  Artistes  Franfais) 


in  these  big  artistic  events,  and  as  to  that 
narrower  public  constituted  of  true 
amateurs,  it  is  no  longer  at  the  Grand 
Palais,  either  in  the  salon  of  the  Societe 
Nationale  or  in  that  of  the  Artistes 
Frangais,  that  it  cares  to  seek  what  it  wants, 
being  sure  of  not  finding  it  there.  0 

The  fact  is  that  there  is  always  a  salon 
in  Paris  from  October  to  June  ;  the  num¬ 
ber  of  private  galleries  has  been  growing 
during  the  past  decade,  and  even  since 
the  Armistice,  and  now  reaches  con¬ 
siderable  proportions,  which  is,  of  course, 
proof  of  the  increasing  prosperity  of  the 
traffic  in  works  of  art.  As  a  result,  artists 
of  originality  and  independence  are  for¬ 
saking  the  official  salons,  which  are  now 
by  no  means  so  representative  of  present 
day  art  as  they  used  to  be.  That  is  not  to 
say  that  in  one  or  the  other  of  these  salons 
works  of  genuine  interest  are  not  to  be 
met  with  ;  if  it  is  undoubtedly  true  that 
mediocrity  predominates,  it  is  no  less 
true  that;  artists  who  really  count,  have 
remained  loyal  to  one  or  other  of  the  two 


Societies  and  reserve  for  the  salons  their 
best  work.  00000 
If,  in  any  case,  one  would  follow  the 
progress  of  French  sculpture,  it  is  only 
at  the  salons  that  this  can  be  done,  and  it 
would  not  be  going  too  far  to  say  that 
French  sculpture  always  occupies  the  first 
place  in  the  universal  evolution  of  art. 
The  public,  however,  takes  but  a  relatively 
small  interest  in  it ;  more  than  ever  it  is 
susceptible  to  the  prestige  of  colour,  and 
there  are  many  people  who  take  a  genuine 
interest  in  painting  yet  pay  but  little  re¬ 
gard  to  the  art  that  is  truly  plastic — 
sculpture.  We  have  indeed  no  lack  of  first- 
rate  sculptors,  such  as  MM.  Bourdelle, 
Bartholome,  Desbois,  Despiau,  Bouchard, 
Landowski,  Marque,  Dejean,  Roche, 
Quillivic,  Mme.  Serruys,  and  Mile. 
Poupelet ;  and  it  is  to  a  sculptor  that 
the  Grand  Prix  National  has  this  year 
been  awarded — M.  Paul  Darde,  whose 
Faune  is  an  original  and  powerful  work.  0 
One  feature  of  the  Societe  Nationale 's 
salon  which  it  would  not  be  fair  to  pass 
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over,  was  the  retrospective  exhibition  of 
works  by  deceased  masters  who  were 
members — Carriere,  Puvis  de  Chavannes, 
Roll,  Stevens,  Alexandre  Charpentier, 
Rodin,  Sisley,  La  Touche,  Cazin,  Dalou, 
Carolus-Duran,  Meissonnier  and  Duez. 
The  works  of  MM.  Lucien  Simon,  Aman- 
Jean,  Besnard,  Le  Sidaner,  Emile  Claus, 
Duhem,  Maurice  Denis,  Paul  Baudouin, 
Dinet,  Charles  Guerin,  Van  Dongen, 
Sureda,  Raffaelli,  Rene  Menard,  and  Mile. 
Boznanska  all  deserved  particular  attention, 
albeit  they  did  not  tell  us  anything  new 
about  these  artists,  whose  merits  are  well 
known  and  generally  acknowledged.  One 
cannot  expect  an  artist  to  be  always 
changing,  and  we  are  only  too  happy  when 
he  maintains  his  own  high  standard,  as 
is  the  case  with  the  artists  just  named. 
As  to  any  revelations,  they  were  unfortu¬ 
nately  absent ;  the  young  artists  turn 
more  and  more  to  the  Salon  d'Automne, 
which  thus  becomes  a  means  of  linking  the 


independants  with  the  official  salons,  but 
the  connection  is  far  from  being  effected, 
and  perhaps  it  is  undesirable  that  it  should 
ever  be  effected.  The  young  men 
detest — and  quite  rightly — all  this  system 
of  awards,  medals,  mentions,  etc.,  which 
has  remained  an  appanage  of  the  Artistes 
Franpais  ;  they  resent  it  as  an  invasion 
of  their  independence.  It  cannot  be 
denied  that  this  spirit  marks  an  improve¬ 
ment  in  artistic  manners.  The  system  is, 
indeed,  very  harmful  because  of  the  base 
expedients  which  it  compels  those  artists 
who  still  submit  to  it  to  adopt ;  but  that 
is,  after  all,  their  own  concern,  and  if  they 
like  to  submit,  they  may.  000 
It  was  to  be  expected  that  works  in¬ 
spired  by  the  great  war  would  be  very 
numerous  at  both  salons,  and  this  was 
especially  so  at  that  of  the  A.rtistes 
Fran^ais,  but  proof  was  afforded  that 
•military  painting  is  powerless  to  create 
great  and  beautiful  works  of  art.  0  0 
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‘f£te  v£nitienne,"  by 

FRANCOIS  FLAHENG 

(Societe  des  Artistes  Fran^ais) 


“  PORTRAIT  DE  FERNANDE  CABANEL  ” 
BY  JEAN  GABRIEL  DOMERGUE 

(Sociiti  dcs  Artistes  Franfais) 


REVIEWS 


The  premier  place  at  the  old  salon  must 
be  given  M.  Henri  Martin's  rural  scene, 
so  fresh  and  so  sound  in  composition,  so 
brilhant  and  so  true  in  colour.  Nothing 
could  be  compared  to  it  here,  for  the 
painters  who  show  at  this  salon  keep  to 
their  groove  even  more  than  those  of  the 
neighbouring  salon.  One  of  the  successes 
of  this  year  were  the  contributions  of  M. 
Jean  Gabriel  Domergue — seductive  can¬ 
vases  astonishing  in  their  technical 
dexterity  and  rare  virtuosity.  0  0 

There  remains  little  to  be  said  about 
the  contents  of  these  forty  and  odd  galleries, 
but  I  must  mention  the  landscapes  of  MM. 
Boggio,  Morchain  and  Flores  (the  last  a 
young  artist  of  great  promise) ;  the  por¬ 
traits  of  MM.  Ernest  Laurent,  Joseph 
Bail,  Pierre  Laurens,  Auguste  Leroux, 
Jonas  and  Humbert,  and  the  various  con¬ 
tributions  of  MM.  Flameng,  Devambez, 
Fouqueray,  Grun,  Xavier  Bricard,  Camus, 
P.  Chabas,  Adler,  Synave,  Biloul  and 
Berthon,  and  no  doubt  there  are  others 
that  ought  to  be  named,  but  the  ex¬ 
amination  of  such  a  vast  expanse  of 
painted  canvas  is  really  very  trying.  One 
can  understand  why  many  artists  of  taste 
shun  such  a  noisy  orchestra  of  colour 
and  form.  G.M. 

REVIEWS 

The  Art  of  Arthur  Streeton.  Special 
Number  of  “  Art  in  Australia.”  (Sydney  : 
Angus  and  Robertson ;  London  :  Oxford 
University  Press.)  Mr.  Streeton,  like 
many  other  artists  who  began  their  careers 
“  dowit  under,”  has  lived  and  worked  so 
long  in  England  as  to  be  regarded  as  one 
of  our  own,  but  his  reputation  as  a  painter 
of  rare  sensitiveness  was  already  firmly 
established  ere  he  migrated  to  the  northern 
hemisphere,  more  than  twenty  years  ago. 
The  change  of  environment  has,  it  is 
hardly  necessary  to  say,  slowly  modified 
his  art  in  the  course  of  these  years,  and 
Mr.  Konody,  who  reviews  his  English 
paintings,  claims  him  now  as  “a  typical 
English  landscape  painter.”  However, 
his  work  from  the  outset  down  to  the 
present  day  is  so  amply  and  so  admirably 
presented  in  this  volume,  which  contains 
reproductions  in  colour  of  more  than 
thirty  characteristic  examples  as  well  as 
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many  in  monochrome,  that  his  develop¬ 
ment  can  be  studied  without  the  aid  of  an 
interpreter.  The  volume  as  a  whole  is  an 
example  of  high-class  book  production, 
which  reflects  great  credit  on  the  printers 
and  publishers.  0000 
Strategic  Camouflage.  By  Solomon 
J.  Solomon,  R.A.  (London :  John 

Murray.)  This  expose  of  German  camou¬ 
flage  methods  made  by  a  distinguished 
Academician  who,  as  a  military  officer, 
was  especially  occupied  during  the  war 
with  this  subject  has  provoked  a  great 
amount  of  discussion,  and  there  has  been 
a  disposition  in  official  quarters  to  pooh- 
pooh  his  conclusions,  based  on  a  patient 
and  searching  analysis  of  aerial  photo¬ 
graphs.  In  a  note  issued  since  its  publica¬ 
tion,  the  author  sets  forth  various  items  of 
evidence  yielded  by  a  recent  visit  to  the 
areas  photographed,  which  unmistakably 
confirm  the  conclusions  deduced  from  the 
photographs  as  to  the  existence  of  an 
extensive  system  of  structures  designed  to 
represent  agricultural  land  and  other 
landscape  features,  and  intended  to  cover 
huge  and  rapid  concentrations  of 
troops.  00000 

The  Charm  of  Oxford.  By  J.  Wells. 
M.A.,  Warden  of  Wadham  College, 
(London :  Simpkin,  Marshall  &  Co.) 
Twenty-seven  pencil  drawings  by  Mr. 
Blackall,  excellently  reproduced  and  em¬ 
bracing  many  interesting  views  of  Oxford 
Colleges,  and  a  panoramic  view  of  the  City 
from  the  east,  reproduced  twice  as  an  end 
paper,  furnishes  the  raison  d'etre  for  this 
attractive  volume.  Those  who  know  and 
revere  this  ancient  seat  of  learning,  which 
as  Mr.  Wells  reminds  his  readers  is,  apart 
from  its  associations  with  great  men  and 
great  movements,  a  paradise  for  the  art 
student,  will  discern  in  Mr.  Blackall's 
drawings  something  more  than  a  literal 
rendering  of  the  subjects  he  has  selected, 
though  he  has  paid  considerable  attention 
to  detail.  The  reproductions,  which 
look  well  on  their  mounts  of  light  fawn 
cover  paper,  are  accompanied  by  descrip¬ 
tive  letterpress  pertinent  to  the  various 
subjects,  and  for  those  who  may  desire  to 
have  them  in  a  form  suitable  for  framing 
a  separate  portfolio  edition  of  them  is 
available,  in  which  all  the  drawings  are 
furnished  with  cut  mounts.  0  0 


October,  1920 


THE  INTERNATIONAL  STUDIO 


9 


Dixon’s  Elduiauu  ib  an  iiispiia- 
tion  to  fine  work — an  invitation 
to  begin,  to  draw — to  do  ! 

Days  will  add  to  your  appreciation 
of  its  friendly  helpfulness,  leading 
your  hand  and  mind  away  from 
that  strange,  artistic,  psycho¬ 
logical  “fear  of  the  paper”. 

ELSoradO 

~lhe  master  drawing  pencil 


Joseph  Dixon  Crucible  Company 

Pencil  Dept.  119-J,  Jersey  City,  N.  .1 
Canadian  Distributors  : — A.  R.  MacDougall  &  Co.,  Ltd.,  Toronto 


SAMPLE  OFFER 

Dixon's  Eldorado  is  made  in  17  leads — 
one  for  every  need  or  preference.  W rite 
to  us  on  your  letterhead,  tell  us  the  kind 
of  work  you  do,  and  we  will  mail  you 
full-length  free  samples  of  the  best  pen¬ 
cils  for  your  particular  needs.  Also  write 
for  booklet — “Finding  Youii  Punch.." 
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ALBERT  ARTHUR  ALLEN 


The  first  edition  of  Alo  Studies,  published  in  book  form,  just  off  the 
press.  Printed  in  an  edition  de  luxe,  with  thirty-two  full-page  illustrations 
and  forepiece  in  elaborate  color  plates. 

This  little  volume  represents  the  complete  collection  of  the  celebrated 
Alo  Studies.  In  these  compositions  the  purity  and  charm  of  the  nude 
has  been  blended  amid  the  luxuriant  settings  of  nature,  imparting  a 
divine  expression  of  beauty.  Thirty -two  master  pieces  by  one  master 
mind. 

Art  paper  in  gold  -  $1.00  postpaid 
Cloth  in  gold  -  -  2.00  postpaid 

Leather  in  gold  -  -  4.00  postpaid 

ALLEN  ART  STUDIOS 

VISIT  OUR  GALLERIES 

4123-4129  BROADWAY  OAKLAND,  CALIFORNIA,  U.  S.  A. 
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A  Quarterly  Magazine  for  the  -  i.-»t  Collector 


The  only  magazine  in  English  devoted  exclusively  to  etchings, 
engravings,  lithographs  and  drawings. 

Each  number  contains  50  or  more  illustrations,  and  an  original  plate  printed  direct 
from  the  copper  as  ftontispiece,  catalogues  raisonne  of  the  work  of  the  artists  treated, 
reviews  of  noteworthy  art  books,  prices  of  prints  at  the  auction  sales,  exhibition 
notes,  etc. 

Subscription,  S3. 50  the  year,  four  numbers.  (Limited  special  edition  on  Japan,  with 
original  frontispiece  in  proof  state,  signed  by  the  artist,  at  $20.00  the  year.) 

PORTER 

Publisher 


WINFRED 

154  East  38th  Street, 


TRUESDELL 

New  York  City 
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( Continued  from  page  6 ) 

train  artists  of  painting  and  sculpture) 
and  the  emphasis  will  be  placed  entire¬ 
ly  on  the  stimulation  and  development  of 
a  greater  love  of  beauty  in  music. 

The  outlook  is  bright,  and  there  are 
many,  particularly  among  those  of  lim¬ 
ited  and  restricted  means  who  are  deep¬ 
ly  appreciative  of  the  added  enjoyment 
and  beauty  the  gift  will  offer  them.  The 
memorial  is,  as  well,  a  beneficence. 


AUGUSTE  LEPERE 

With  the  death  of  the  master-etcher, 
Auguste  Lepere,  in  1918,  there  passed 
one  who  is  not  unworthy  of  that  small 
company  of  which  Rembrandt,  Meryon 
and  Whistler  make  part.  Recognition 
of  his  genius  was  long  ago  accorded  by 
connoisseurs,  but  only  in  the  last  few 
years  has  the  rank  and  file  come  to  ap¬ 
preciate  him.  Born  in  Paris  in  1849,  the 
son  of  the  French  sculptor,  Francois 
Lepere,  the  boy  was  early  placed  with 
Smeeton,  the  English  engraver.  Per¬ 
haps  from  his  father’s  clever  use  of  his 
hands  came  Lepere’s  characteristic  ver¬ 
satility,  which  makes  him  comparable 
with  the  men  of  the  Renaissance.  His 
book-bindings  were  notable,  and  he  ex¬ 
celled  in  etching,  engraving  in  colours, 
and  drypoint.  In  its  infinite  detail  his 
work  with  the  wood-block  reminds  one 
of  the  early  German  engravers. 


La  Petite  Mare 
Etching  by  Awguste  Letpere 

It  is  said  that  Lepere  did  not  paint 
directly  from  nature  and  it  is  certainly 
true  that  there  is  a  great  deal  of  ro¬ 
manticism  in  the  Vendean  pictures  ;  nev¬ 
ertheless  there  is  a  simple,  direct  and 
vigorous  handling  in  them  which  is 
traceable  to  his  use  of  the  etching  nee¬ 
dle.  He  delighted  in  homely  country 
scenes  in  his  etchings  and  rendered  de¬ 
tails  of  this  simple  life  with  the  keenest 
relish.  There  is  poetry  in  them  all, 
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however,  and  especially  in  his  beautiful 
tree  groupings  one  feels  the  master,  the 
interpreter,  at  work.  They  are  not  mere 
representations  of  nature.  Sometimes 
there  is  over-emphasis  perhaps,  particu¬ 
larly  in  re-working  the  darks.  It  is  also 
true  that  the  earlier  proofs,  without  the 
multitude  of  detail  and  the  small  but 
restless  groups  that  he  sometimes  added, 
are  apt  to  be  more  pleasing. 

Of  all  his  plates  perhaps  mqs.t  has 
been  written  about  those  of  queer  out- 
of-the-way  parts  of  ancient  Paris ;  Sur 
les  Toits,  pres  Notre  Dame  is  one  of 
these.  The  apse  of  the  cathedral  at  the 
right  is  silhouetted  against  a  sunlit  sky, 
but  in  Le  Grand  Marche  aux  Pommes, 
on  the  Seine,  the  delicately  traced  cathe¬ 
dral  melts  into  a  sky  in  which  the  artist 
has  dared  a  sun  full-on.  It  is  a  beautifully 
unreal  effect  and  he  attempts  it  again 
even  more  convincingly  in  the  print  La 
Route  de  la  Houssoye.  In  Le  Quai  de 
la  Rue  des  Tanneurs  a  Amiens  he  again 
etches  the  cathedral  silhouette  bathed  in 
a  luminous  haze.  La  Masure  inondee 
shows  less  striving  for  effect  and  there 
is  a  straight  transcription  of  the  actual 
scene  with  a  few  of  his  characteristic 
figures  in  the  foreground.  La  vieille 
Passerelle  is  of  this  type  but  of  greater 
beauty  and  interest,  as  is  his  Village  de 
la  Meule.  There  is  a  harsher  but  not 
more  vigorous  note  in  Vue  de  Jouy-le- 
Moutier  and  Pecheurs  fuyants  devant 
I’Orage,  both  of  an  earlier  period.  Car¬ 
riers  d’Amerique  pres  Paris,  Aux  Forti¬ 
fications,  Porte  de  Versailles,  should  be 
mentioned  among  others,  and  particu¬ 
larly  Vue  du  Port  de  la  Meule,  an¬ 
other  beautiful  sunlight  effect. 


The  caskets  of  princess 

SAT  -HATHOR-IUNUT 

Under  initials  A.  C.  M.  was  an 
interesting  account  of  the  two  caskets 
here  pictured.  The  following  extracts 
from  this  article  are  reprinted  from  the 
Metropolitan  Museum  Bulletin : 

The  story  begins  in  the  nineteenth 
century  B.  C.  with  the  death  of  a  cer¬ 
tain  Egyptian  princess  named  Sat- 
hathor-iunut,  daughter  of  the  twelfth- 
dynasty  king  Senusert  II.  A  tomb,  cut 
through  some  thirty  feet  of  solid  rock, 
had  already  been  prepared  for  her 
within  the  enclosure  wall  of  her  father’s 
pyramid,  and  here,  in  a  massive  stone 
sarcophagus,  the  body  of  the  princess 
was  duly  laid.  With  her  in  the  tomb, 
in  a  recess  cut  for  that  purpose  in  the 
side  of  the  chamber  wall,  were  depos¬ 
ited  what  were  obviously  her  most  val¬ 
ued  possessions,  a  pair  of  ebony  caskets, 
lavishly  decorated  with  ivory  and  gold, 
and  containing  her  jewelry  and  the  ar¬ 
ticles  of  her  toilet.  The  burial  cere¬ 
mony  concluded,  the  door  of  the  cham¬ 
ber  was  sealed,  the  burial  shaft  was 


Question 

For  the  Art  Director 

ryD  you  ever  give  a  thought  to  the  special 
assistance  Strathmore  Artists’  Papers  and 

Boards  can  give  you  ? 

Tj  They  help  you  get  novel  effects. 

They  erase  well,  and  save  makeovers. 

11  They  help  you  Standardize  drawing 
sizes  for  convenience  in  filing. 

H  They  are  offered  in  a  variety  of  surfaces 
and  weights. 

H  You  can  save  time,  money  and  annoy¬ 
ance  by  Standardizing  on  Strathmore. 

H  A  set  of  samples  will  be  sent  you  on 
request.  Strathmore  Paper  Company, 
Mittineague,  Mass.,  U.  S.  A. 

STRATHMORE 

ARTISTS'  PAPERS  ^BOARDS 


Look  for  the  Strathmore 
Mark — the  thistle — 
stamped  on  every  sheet 
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A  REMINDER 

Be  sure  to  have  photographs 
made  of  distinctive  work  of 
this  Summer’s  students  for 
use  in  “  Studio.” 

^///////////////////////////////////////x///////////r///////r//r/////////////r, 
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PEONIES  TULIPS  NARCISSI 

PEONIES:  Ten  varieties  in  mixture,  100  plants  for 
$20.00,  50  for  $11.00,  25  for  $6.00.  Twelve 
plants,  all  different,  not  labeled,  for  $3.00, 
seven  for  $2.00,  three  for  $1.00. 

TULIPS:  Mixed  Late-flowering,  all  colors,  100 
bulbs  for  $2.40. 

NARCISSI  :  Ten  varieties  in  mixture,  100  bulbs 
;  for  $3.00. 

■  All  quotations  include  delivery  by  mail  or  express. 

Please  order  early. 

Oronogo  Flower  Cardens.  Carlerville,  Mo 
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Rembrandt 

Colors 

MADE  IN  HOLLAND 

Pure-Brilliant-Permanent 
|TALENS  &  SON,  Apeldoorn,  Holland! 

American  Office.  IrviDnton.  N.J. 


HOWARD  STUDIOS 

•  FrancisHoward.Pres. 

Garden  Furniture 
Rare  Decorations 

7  W.  47th  St..  NEW  YORK 
Send  5  0c.  tor  Catalogue  100  Illustrations 


JAP-ART  BRUSHES 

i  A  TRADEMARK  REOISTE  RED  U.S.  PAT.  OFFICE  1 

THEY  HELP  YOUR  WORK- 
LET  US  PROVE  IT 
In  writing  us,  mention  your 
dealer's  name 


JAP-ART  BRUSH  COMPANY 

154'  Nassau  Street.  New  York- 
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OUR  OFFER  TO  ARTISTS 

SKETCHING  MATERIALS 

Easels,  Boxes,  Seats,  Canvas, 
Smocks,  Brushes,  Colors, 

Oils  and  Varnishes 

Spaulding-Moss  Company 

42  Franklin  Street,  Boston,  Mass. 
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MARTINI  TEMPERA  COIPRS 
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>*>  We  can  teach  you 

•  /  /  X  DRAWING 

\s  L  in  your  own 

|  '  ”  home  dor- 

-  Oar  18  "“SE 

years  of  success-  ^ 
ful  teaching  prove 
our  ability. 

10  Courses  In  Com¬ 
mercial  and  Illus¬ 
trative  Drawing- 
Endorsed  by  high 
art  authorities. 

Students  trained  by  members  of 
our  Faculty  are  filling  high-salaried 
positions.  Artist’s  Outfit  IBEE 
to  Enrolled  Students. 


Yearbook 

••FREEtoo  i 


Write  today  for  Art  Tear  Book. 

ScHGDlf'AmiEP  ART 

ROOM  No.  11  BATTLOChCEK  MICH. 


Star  Engravers  Supply  Co. 

MANUFACTURERS  OF  SUPERIOR  QUALITY 

COPPER  AND  ZINC  PLATES 
for  Mezzotint  and  Dry  Point  Etching 

;  BETTER  THAN  THE  IMPORTED 

Establithed  1901 
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SPREAD  YOUR 
SCHOOL  PUBLICITY 

THE  INTERNATIONAL  STUDIO  affords  the  | 
medium  for  the  bringing  of  your  classes  up  to  ^ 
pre-war  normal  standard.  Its  advertising  columns  ^ 
should  include  your  presentation  of  your  school’s  $ 
advantages  and  courses.  Reaching  the  eye  of  all  $ 
who  seriously  contemplate  Art  Study,  returns  are  ^ 
^  bound  to  warrant  space  investment. 

For  rates  address 

THE  INTERNATIONAL  STUDIO  | 
786  Sixth  Avenue  New  York,  N.  Y.  ^ 


filled,  and  the  princess,  with  her  caskets 
and  her  jewelry,  was  left  to  fend  for 
herself  in  that  new  phase  of  life  be¬ 
yond  the  tomb  in  which  the  Egyptians 
had  such  profound  belief.  For  a  while 
— possibly  two  or  three  hundred  years 
— her  rest  was  undisturbed.  Then  with 
the  decay  of  her  father’s  house  came 
the  change  of  dynasty :  gradually,  as  the 
revenues  which  the  king  had  set  aside 
for  their  service  were  stolen  or  diverted 
to  other  uses,  his  pyramid  and  temple 
were  neglected  and  allowed  to  fall  into 
decay,  and  finally,  overtaken  by  the 
fate  which  every  Egyptian  feared  most 
and  which  few  escaped,  his  tomb  and 
those  of  his  family  were  abandoned  to 
the  mercies  of  tomb  robbers.  In  the 
systematic  search  for  loot  the  tomb  of 
our  princess  was  not  overlooked.  The 
shaft  was  re-opened,  the  sarcophagus 
lid  was  broken,  the  mummy  of  the 
princess  was  hauled  out  and  pulled  to 
pieces,  and  her  bones  were  broken  and 
scattered.  In  some  miraculous  way  the 
caskets  with  their  precious  contents 
escaped  this  orgy  of  destruction ;  for 
by  an  extraordinary  oversight  the  tomb 
robbers  neglected  to  investigate  the 
open  niche  which  contained  them, 
though  it  stood  within  easy  reach  of 
their  hands.  Whatever  the  reason, 
haste  or  the  semi-darkness  in  which  they 
worked,  the  fact  remains,  that  the 
thieves  withdrew  with  the  plunder  they 
had  secured  from  the  body,  leaving  the 
niche  with  caskets  and  jewelry  still  in¬ 
tact.  For  a  time  the  grave  remained 
open,  accessible  to  all  but  visited  by 
none,  save  possibly  the  great  white  owl 
which  startles  the  modern  excavator 
as  it  rises  ghostlike  from  an  open  shaft, 
and  whose  eggs  one  finds  so  frequently 
in  plundered  graves.  Then,  as  happens 
so  quickly  in  the  wind-blown  desert, 
the  process  of  refilling  began,  and  in 
a  very  few  years  the  scar  was  healed, 
and  nothing  remained  to  mark  the  evi¬ 
dence  of  a  grave  but  a  slight  hollow 
on  the  surface. 

Three  thousand  five  hundred  years 
passed  by.  The  Hyksos  invaders  came, 
conquered,  and  were  driven  out;  Egypt 
extended  covetous  hands  toward  Asia, 
became  an  Empire,  came  to  grips  with 
her  great  eastern  rival,  waged  her  long 
duel,  and  sank  hack  exhausted  to  fall 
an  easy  victim  to  Alexander ;  the  Ptole¬ 
mies  passed  in  brief  magnificence  and 
long-drawn-out  debauchery  and  sold 
their  throne  to  Rome ;  Christianity 
made  its  instant  appeal,  to  be  super¬ 
seded  a  few  centuries  later  by  Islam ; 
Egypt  became  a  dependency  of  the 
Caliphate,  and  one  foreign  viceroy  suc¬ 
ceeded  another  as  the  rival  Mohamme¬ 
dan  sects  intrigued  and  murdered  their 
way  to  supremacy ;  Mamelukes  suc¬ 
ceeded  Caliphs,  and  were  themselves 
driven  out  by  Turks;  Napoleon  fought 

( Continued  on  page  14) 
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DEVOE 

Artists*  Oil  Colors 


JN  IMPORTANT  art  work,  everything 
depends  upon  the  stability  of  the  col¬ 
ors  employed.  The  purity  of  the  Devoe 
Artists’  Oil  Colors  are  the  same  today  as 
those  which  many  of  America’s  most 
noted  artists  have  depended  upon  since 
the  very  inception  of  art  in  this  country. 
Scientific  preparation  under  the  constant 
supervision  of  trained  experts  assures  the 
same  uniform  production  from  year  to 
year. 

WATER  COLORS 

In  Tubes,  Pans  and  Cakes 
Special  assortments  for  schools 


CANVAS,  ACADEMY  BOARDS 

Brushes  for  Oil  and  Water  Color  Painting 
Artists’  Oils  and  Varnishes,  Etc. 


DEVOE  &  RAYNOLDS  CO.,  Inc. 

Chicago  Kansas  City  New  Orleans 
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Sole  Mill  Representatives  for  the  U.S.A  and  Canada  : 

H.  Reeve  Angel  &  Co.,  Inc. 
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PICTURE  LIGHTING 

EXPERT  ADVICE 


|  Reflectors,  plain  and  ornamental  in  design. 

|  If  our  recommendations  are  followed  we  will  I 
|  guarantee  satisfactory  results. 

SEND  FOR  CATALOG  No.  422 

I.  P.  FRINK,  Inc. 


|  24th  Street  and  10th  Avenue,  New  York  | 
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Winsor  &  Newton's 
STUDIO 
OIL  COLOURS 


If  you  have  never  tried  these 
colours,  the  brilliance  and 
fine  texture  of  the  superbly 
mixed  pigments  will  be  a  re¬ 
velation  to  you  —  the  product  1 
of  the  mastermind  in  colour 
making. 
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Mat  Water  Colours 

Opaque  for  Posters— better 
than  tempera 

Moist  Water  Colours 

Put  up  in  tubes  and  Pans 

Victor  Easels 

Splendidly  finished.  No  better 
made.  4  ft.  6  ins.  to  6  ft. 
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By  Margaret  and 
H.  de  Vere  Stacpoole 

You  have  heard  of  grafting  Monkey 
glands?  It  is  unnecessary.  Youth  will 
have  its  fling,  but  Woe  to  the  man  who 
starts  too  late. 


MYSTERY 

THE  MYSTERIOUS 
AFFAIR  AT  STYLES 

By 

Agatha  Christie 

“Jl  detect. ve  story — With  a  real  plot” 

K  K  *1  K 

ADVENTURE 

THE  LUCK 
OF  THE  MOUNTED 

By 

Ralph  S.  Kandall 

“Oh  had  ff  ill  trough,  a  Way-back  tough 
Raised  hell  when  he  struck  town; 

With  gun  in  fist  met  Sergeant  ^Uwist, 

It  sure  Was  some  show-  dorvn.  ’ 


HUMOUR 

THE 

DIPPERS 

By 

Ben  Travers 

jd  tale  of  dancers  set  to  jazz 
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( Continued  from  page  12) 

his  battles  on  the  Nile ;  Mohammed  Ali 
founded  his  dynasty,  rebelled  against 
Turkey,  but  was  denied  the  fruits  of 
his  victory;  the  bankrupt  Ismail  made 
inevitable  the  Allied  Occupation.  Three 
thousand  five  hundred  years  of  crowded 
history,  and  through  it  all  the  jewelry 
and  caskets  lay  buried  in  their  niche, 
the  caskets,  soaked  by  the  rain  floods, 
disintegrating  and  weakening  little  by 
little,  and  finally  falling  apart,  scattering 
and  crushing  in  their  fall  the  ivory  and 
gold  with  which  they  had  been  covered. 

We  pass  on  now  to  1914  A.  D.,  when 
the  spade  of  the  modern  excavator 
takes  up  the  story.  In  the  spring  of 
that  year  Professor  Flinders  Petrie, 
working  on  behalf  of  the  British  School 
of  Archaeology,  made  an  exhaustive 
search  of  Senusert’s  pyramid  and  its 
dependencies,  and  in  the  course  of  this 
work  the  grave  of  our  princess  was 
cleared  once  more.  There  was  the  sar¬ 
cophagus  with  its  broken  lid,  just  as 
the  grave  robbers  had  left  it — within 
it,  all  that  remained  of  the  mummy,  a 
couple  of  amazonite  beads — and  there 
in  the  side  of  the  chamber  wall  was  the 
open  niche,  half  full  of  mud,  as  un¬ 
likely  looking  a  place  for  treasure  as 
one  could  well  imagine,  and  to  all  seem¬ 
ing  not  worth  the  trouble  of  clearing. 
However,  to  make  a  clean  job  it  was 
done,  and  with  the  first  blow  of  the 
workman’s  pick  came  the  glint  of  gold. 


The  remains  of  the  caskets — some 
thousands  of  pieces  of  ivory  and  gold — 
were  carefully  collected,  washed  from 
the  mud,  and  taken  to  England  with 
the  jewelry,  and  there,  after  a  prelim¬ 
inary  sorting  and  study  of  the  mate¬ 
rial,  a  tentative  paper-reconstruction  of 
the  larger  casket  was  made.  In  the 
spring  of  1916  the  whole  find  was  ac¬ 
quired  by  the  Metropolitan  Museum,  but 
in  view  of  the  unsafe  condition  of  ship¬ 
ping  at  the  time  it  was  decided  not  to 
bring  it  to  New  York,  and  it  lay  buried 
for  the  remaining  period  of  the  war  in 
a  safe  deposit  vault  in  London.  Arrived 
in  the  Museum  in  the  fall  of  1919,  the 
jewelry  was  placed  on  exhibition  in 
the  Room  of  Recent  Accessions,  and 
remained  there  for  several  months.  At 
the  same  time  the  work  of  reconstruct¬ 
ing  the  caskets  was  taken  in  hand,  a 
task  which  has  just  been  concluded 
after  some  seven  months  of  work. 
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rr^HE  NEW  ARMY  AND  NAVY 
CLUB 


Leading  architects  of  the  coun¬ 
try  will  be  asked  to  submit  competitive 
drawings  of  the  $3,000,000  clubhouse 
the  Army  and  Navy  Club  of  America 
is  to  build  in  New  York  in  memory  of 
the  3,500  officers  who  died  in  the  war. 
The  Memorial  will  be  a  national  one, 
dedicated  to  the  commissioned  men  in 
all  branches  of  the  service  who  made 
the  supreme  sacrifice. 

Charles  Dana  Gibson,  Edwin  How¬ 
land  Blashfield,  Henry  Bacon  and  Ben¬ 
jamin  Morris,  with  Admiral  Bradley  A. 
Fiske,  president  of  the  club,  form  the 
committee  appointed  to  select  the  de¬ 
sign  for  the  building. 

Notable  contributions  have  been  made 
to  American  art  and  architecture  by 
members  of  the  committee  on  design. 
Edwin  Howland  Blashfield  decorated 
the  great  central  dome  of  the  Library 
of  Congress.  His  war  posters  attracted 
international  attention.  His  most  re¬ 
cent  important  work  was  the  design  for 
the  government’s  certificate  of  honour 
issued  for  every  man  who  died  or  was 
wounded  in  service  during  the  war. 

The  impressive  Lincoln  Memorial  at 
Washington  was  designd  by  Henry 
Bacon.  He  formerly  was  a  member  of 
the  firm  of  McKim,  Mead  and  White. 
He  is  a  member  of  the  National  Insti¬ 
tute  of  Arts  and  Letters,  and  the  Na¬ 
tional  Academy  of  Design. 

Benjamin  Morris  was  the  architect 
for  the  Junius  Spencer  Morgan  Me¬ 
morial  at  Hartford,  the  Westchester 
County  Court  House  at  White  Plains, 
and  is  the  designer  of  the  new  Cunard 
Building  at  25  Broadway,  New  York. 
He  is  president  of  the  Society  of 
Beaux  Arts  Architects. 

Charles  Dana  Gibson  is  known 
throughout  the  world  as  an  illustrator. 
He  has  a  wide  personal  acquaintance 
among  artists  and  architects.  “Life” 
was  recently  purchased  by  Mr.  Gibson 
and  he  is  now  its  publisher. 

The  new  clubhouse  will  be  centrally 
located  and  will  serve  not  only  as  a 
monument  to  the  men  who  died,  but 
also  as  a  home  for  living  officers,  ac¬ 
tive  or  retired,  in  the  army,  navy  or 
state  militia.  Civilians  interested  in  the 
nation’s  defense  are  also  eligible  for 
associate  membership. 

The  committee  on  design  will  decide 
the  rules  governing  the  competitive 
drawings  the  club  will  request  of  all 
the  leading  architects.  Only  tentative 
plans  have  been  decided  on,  but  inter¬ 
esting  features  of  the  new  building  are 
included  in  these. 

The  memorial  feature  will  probably 
take  the  form  of  a  central  court  or 
hall  with  bronze  panelled  walls  where 
the  names  of  those  who  made  the  su- 
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JZ7  POETRY  J22 

FROM  THE  BODLEY  HEAD 


Death’s  dance  may  have  a  languid  grace 
As  to  his  tune  you  tread  the  gay  measure, 

Slowly,  slowly. 

You  feel  not  his  arm  around  your  waist, 

His  icy  breath  on  your  cheek. 

It  is  summer: 

In  the  pauses  of  the  dance 

You  forget  he  is  with  you  in  the  sitting  out  places, 

And  even  as  you,  are  thinking  of  other  summers  to  come , 

Of  other  roses  as  sweet  as  those  you  now  fondle. 

Death  invites  you  once  more  to  the  dance, 

Slowly,  slowly, 

With  a  little  more  languor. 

Summer  is  fading. 

From  Songs  of  the  Dead 
By  Margaret  Napier 


To  the  immortal  memory  of  men 

Who  trod  the  great  road  to  the  Stars  and  gave 

The  Ultimate  gift. 

From  The  Sage  of  the  Seventh  Division 
By  Helen  Forbes 


.  .  .  They  reached  the  well,  and  soon  the  bucket  brimmed ; 
But  he  had  turned  to  the  wells  her  eyelids  cover, 

And  knew  he  saw  there  his  soul’s  fellow  limned; 

And  then ,  manoeuvring  to  play  the  lover, 

Forgot  the  bucket,  and  fell  kicking  it  over. 

She  leaned  to  clutch  him  as  he  left  the  level: 

But  missed — He  cracked  his  crown — and  brain,  poor  devil.  .  . 

Jack  and  Jill — John  Masefield 

From  The  Poets  in  the  Nursery 
By  Charles  Powell 


Each  $1.50  net. 
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Did  you 
read 

TOWARDS 

MORNING? 


CHILDREN 
OF  STORM 


A  novel  of  after  war  life,  in  which  the  great  forces  which  the 
war  has  let  loose  are  vividly  pictured.  Miss  Wylie  is  being 
recognized  as  a  great  novelist.  Her  stories  are  charged  with 
elemental  force. 


Other  Novels  by  Ida  A.  R.  Wylie 
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THE  SHINING  HEIGHTS 
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TOWARDS  MORNING 


HOLY  FIRE 


By  CONINGSBY  DAWSON 


THE  LITTLE  HOUSE 


A  charming 
little 

gift  book 


8  ILLUSTRATIONS 
By  STELLA  LANGDALE 
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preme  sacrifice  will  be  engraved. 

The  present  clubhouse  at  18  Gram- 
ercy  Park  has  long  been  unsuited  for 
entertaining  the  hundreds  of  officers 
who  annually  come  to  New  York.  Dur¬ 
ing  the  war  members  found  it  very  in¬ 
adequate.  Naval  officers  of  this  and 
the  other  allied  countries  were  enter¬ 
tained  at  the  New  York  Yacht  Club, 
but  Army  officers  in  New  York  during 
those  trying  days  found  hotels  over¬ 
crowded  and  themselves  without  a  home 
to  which  they  could  go  for  suitable 
accommodations. 

Since  the  war  the  need  has  been  even 
more  emphasized.  While  enlisted  men 
have  canteens,  huts  and  clubhouses,  the 
officers  have  been  without  a  place  to 
go  for  meals,  or  lodgings,  except  the 
very  expensive  hotels.  The  moderate 
pay  of  our  military  leaders  has  made 
the  cost  of  stopping  at  these  hostel- 
ries  almost  prohibitive. 

In  the  new  clubhouse  there  will  be  at 
least  400  bedrooms.  A  large  dormitory 
furnished  with  cots  will  also  be  pro¬ 
vided  for  use  on  special  occasions  when 
the  city  is  crowded  with  service  men. 

There  also  will  be  a  large  assembly 
hall  and  small  rooms  for  meetings  of 
patriotic  societies.  Women  friends  of 
members,  or  women  relatives  of  the 
deceased  men,  will  find  a  dining  room 
and  reception  room  for  their  exclusive 
use.  Other  features  to  be  found  in  a 
modern  clubhouse  will  be  included  in 
the  plans. 

The  club  recently  broadened  its  scope 
so  as  to  include  in  its  membership  all 
officers,  ex-officers,  and  all  commissioned 
men  with  the  allied  armies  during  the 
war,  numbering  approximately  200,000. 

Among  the  men  recently  elected  to 
life  membership  are:  Henry  P.  Davison, 
who  is  chairman  of  the  civilian  com¬ 
mittee  ;  Vincent  Astor,  lieutenant  in  the 
navy  during  the  war ;  Elmer  A.  Sperry, 
inventor  of  the  gyroscope ;  J.  P.  Mor¬ 
gan,  Arthur  Curtis  James,  Charles  H. 
Sabin,  Brig.  Gen.  Guy  E.  Tripp,  Brig. 
Gen.  Samuel  McRoberts,  and  others  of 
equal  prominence. 

The  creed  of  the  Wor¬ 
cester  ART  MUSEUM 

Great  art  is  more  than  beauty. 
The  same  elements  enter  into  the  mak¬ 
ing  of  a  great  picture  as  into  the  liv¬ 
ing  of  a  great  life.  The  same  urinciples 
of  harmony  govern  the  designing  of  a 
pattern  in  color  and  line,  the  writing 
of  a  poem,  the  composing  of  a  piece  of 
music,  the  evolving  of  a  great  idea,  the 
arranging  of  a  well-spent  day. 

But  the  museum  must  go  out  of  its 
way  to  establish  in  the  minds  of  the 
people  a  clear  conception  of  the  relation 
of  its  art  to  their  daily  lives.  It  must 
show  them  that  art  may  enrich  our 
lives  and  at  the  same  time  simplify  them 
by  teaching  us  to  distinguish  between 
the  essential  and  the  non-essential. 
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GETTY  RESEARCH  INSTITUTE 


^  ART  ^ 

New  Books  from  tHe  Bodley  Head 


EPSTEIN 

By  Bernard  van  Dieren. 

Mr.  John  Quinn  writes  in  “Vanity  Fair”:  “Born  in  New  York  in  1880, 
Jacob  Epstein  has  been  the  storm  centre  of  English  Art  for  the  last  ten  years.  But 
he  has  now  arrived.  Epstein  has  now  established  himself  as  a  great  sculptor.” 
50  Illustrations  in  Collotype.  Demy  4to  $12.50  net. 

MOTHER  AND  CHILD 

Letterpress  by  Jan  Gordon.  28  Drawings  by  Bernard  Meninsky. 

These  drawings  might  well  be  entitled  “The  Soldier  Returns,”  for  they  were 
made  immediately  on  the  artist’s  release  from  the  army,  after  years  of  enforced 
celibacy. 

28  Drawings.  Cr.  4to  $4.00  net. 

ESSENTIALS  IN  ART 

By  Prof.  Oswald  Siren. 

Professor  Siren  is  well-known  in  America.  Both  Harvard  and  Yale  have 
heard  his  lectures,  and  his  works  on  Giotto  and  Leonardo  da  Vinci  found  a  large 
public. 

Illustrated.  Demy  8vo  $3.50  net. 

°A  "A  "A 

A  NEW  EDITION 

A  BOOK  OF  BRIDGES 

Text  by  Walter  Shaw  Sparrow.  72  Pictures  by  Frank  Brangwyn,  36  in  colour. 

This  beautiful  book  is  again  obtainable.  All  lovers  of  Brangwyn’s  work 
should  apply  at  once. 

Crown  4to  $7.50  net. 
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72  Pictures. 


RECENTLY  PUBLISHED 


JOHN  ZOFFANY:  His  Life  and  Work 

By  Lady  Victoria  Manners  and  Dr.  G.  C.  Williamson, 

Richly  illustrated  with  reproductions  of  the  artist’s  work,  this  limited  edition 
is  without  any  doubt  the  Art  Book  of  the  year. 

1 30  Illustrations.  Demy  4to  $40.00  net. 
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